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JAWS needs no introduction. It is now six months 
since it was unleashed on an unsuspecting public, 
and it is still consuming money faster than its epo- 
nym gotibles down human dinners. In the first ten 
days of exhibition, it broke the box-office of GOD- 
FATHER I, taking in an estimated $21,000,000. Audi- 
ences see it, return, and return again to be 
thrilled by the 25-foot shark--the great marine - 
garbage disposal that eats its way through the ima- 
ginary beach colony of Amity, Long Island. 


Blessed with a good script, a group of fine per- 
formances from an excellent cast, -and-razor sharp 
direction by 27-year-old wunderkind Steven Spiel- 
berg, JAWS was last. summer's DEATH WISH, albeit 


‘with the more innocent appeal of a disaster movie 
- for those who were uneasy with DEATH WISH's racism, 


and were therefore happier with sharks than with 
Puerto Rican muggers. They preferred to contem- 


'. plate the joy of dismemberment in the briny Geen, 


to the dangers of the big city. 


There used to be a time when the significance of 
JAWS would have been apparent to all, when we 
wouldn't -have ‘had to cast about for symbolic mean- 
ings to hang on the shark. A few years ago, during 
the Cold War, the shark would have stood for Inter- 
national Communism, pure and simple. But these 
days, with the detente and the grain sales, that 
sort of symbolism is frowned upon, and Hollywood is 
tending towards politically neutral heavies. After 
having exhausted its store of nhatural*and man-made 
disasters (EARTHQUAKE, TOWERING INFERNO, POSEIDON 
ADVENTURE, JUGGERNAUGHT, AIRPORT 75), the terrors 
of the supernatural (THE EXORCIST, RACE WITH THE 
DEVIL, BEYOND THE DOOR, ABBY, IT'S ALIVE), it has 
turned its attention to the animal kingdom and, 
with JAWS, hooked a big one. Unfortunately, given 
Hollywood's penchant for running a good thing into 
the ground, we can look forward to a species- by- 
species inventory of the natural world. We've al- 
ready been. menaced by rats (WILLARD), and can no 
doubt expect cats (CLAWS), bears (PAWS), and so on. 


What is JAWS up to? According to the Wew York 
Times, it has resulted in a vast: increase in the 
number of shark sightings off the East Coast. It 
has spawned a high growth industry of beach towels, 
posters, T-shirts, and spin-off books on shark lore. 
JAWS may do for sharks what THE WILD ONE did for 
motorcycles and THE HUSTLER did for pool. But de- 
spite its sociological diffidence, it is trying to 
tell us something. It may make us hesitate to 
swim in the ocean, or even to take a bath--but what 
else is there, if we read between the teeth? 


JAWS is a middle-class Moby Dick. Whereas Moby 
Dick is a bleak and pessimistic epistemological 
allegory, JAWS ts a tale of liberalism at sea, bare- 
ly afloat in shark-infested waters, but nevertheless 
afloat. It is ultimately cathartic and comforting. 
True, both Ahab and Quint are destroyed by their re- 
spective aquatic antagonists, the great white whale 
in one and the great white shark in the other, but 
in Moby Dick the whale goes free, leaving only a 
friendiess and certainly classless Ishmael bobbing 
up and down in.the water. In JAWS, the shark is 
killed, blown to bits by an exploding compressed air 
canister, while its nemesis, a small town police 
chief possessed of all the middle-class virtues; 
dog-paddles home to shore, wife, and family. 


The first few scenes of JAWS announce the thema- 
tic design. which will govern the remainder of the 
film. It is night-time on the beach at. Amity. The 
camera slowly pans in medium close-up across a-group 
of college kids at a beach party. There is music, 

a small fire, food, beer, and dope. The warm colors 
--reds and yellows--of lyricized well-being, health, 
and security suffuse the scene as the camera glides 
past the faces silfiouetted against the fire, catch- 
ing them in the midst of conversations, kisses, or 
stoned vacancies. It comes to rest on the face of 
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a blond young man who is staring fixedly off-screen. 
An eyeline cut shows us who he is staring at: an 
equally blonde young woman who smiles invitingly, 
and then leads him on a romp across the dunes to the 
sea, disrobing all the way. She plunges in; he 
falls down drunk on the beach and passes out. To 
the tune of a throbbing, rhythmic score, which has 
since attained some popularity as "the dinner theme 
from JAWS," she is promptly devoured by an unseen 
shark; he sleeps it off uptt' the morning when he 
reports her missing. 


The attack itself is shot in close-up, with cam- 
era fastened on the woman's face, in a diabolical 
parody of all those Hollywood bedroom scenes in 
which the camera registers celluloid ecstasy by dis- 
cretely holding on a face, while the attached body 
is presumably tripping the light fantastic off 
camera. 


We need only consult the graffiti scrawled on the 
familiar ad for JAWS--the huge phallic head of a 
shark aimed Suggestively at the midriff of a naked 
woman swimming on the surface of the water--to re- 
cognize that we are invited to put a sexual construc- 
tion on the encounter between shark and woman, and 
indeed, such a view seems warranted by the facts. 
The shark, all too obviously, can only be the young 
man's sexual passion, a greatly enlarged, marauding 
penis. (tater on in the film, a dead shark, slit 
cpen, exudes a white, sperm-like fluid.) This pas- 
sion is aroused by the woman's own provocative be- 
havior, and is freed from restraint by the young 
man's intoxication. His rational faculties, his 
inhibitions, his moral scruples are, quite literal- 
ly, asleep. His conscious mind has abdicated its 
authority, allowing the monsters of the libido to 
hold sway. 


It is helpful to ask of each of the shark's vic- 
tims: why is he or she killed, and not someone else? 
In some instances, like the case of young Alex Kint- 
ner, there doesn't seem to be a particular reason. 
But the young woman is another story. In line with 
the film's conservative domesticity (more of which 
later), she is being punished for her sexual free- 
dom and her forwardness-(she invites him to follow 
her), both of which overturn the conventional sex 
roles that the film is at pains to affirm. 


The first shark attack comes at night, as do 
several, subsequent ones, like the comical scene in 


- which two men go ffshing from a wooden dock with a 


roast beef as bait, only to find one of them dragged, 
along with the dock, out to sea. The first. major 
assault of the shark on Quint's boat also occurs at 
night and, more significantly, comes when the three 
men are drunk and unguarded, that is, when their 
conscious, rational faculties have been suspended. 
The lesson to be drawn from these scenes is that 

our security is so fragile and ténuous that the 
moment we relax our vigilance,.all is lost. 


The best-selling trailer for the film, Peter 
Benchley's novel JAWS, while dismally written, is 
much more suggestive than the film in establishing 
a level of sexual resonance for the shark. The con- 
nection between sleep, dream, the unconscious, and 
the shark becomes explicit in this description of 
police chief Martin Brody's fear of the water: "In 
Brody's dreams, deep water was populated by slimy, 
savage things that rose from below and shredded his 
flesh, by demons that cackled and moaned." 


Brody's fear of the water and fantasies of cas- 
tration suggest impotence, the physical corollary of 
the moral cowardice later revealed in his failure to 
take.a strong stand. against Amity officials. His 
shaky sense of male identity is expressed by the 
threat_of the shark; the shark, in turn, unmans him. 


Moreover, references to rape (by blacks, no less) 
appear repeatedly in the book. One passage describes 
how Brody and Amity newspaper editor Meadows, in a 
preview of the shark cover-up, agree to hush up a 
few cases of rape because “the specter of a black 


Believe me, people who wont 
want no lessons at all . 


Bertolt Brecht, spoken by the Philosopher 
in The Messingkauf 


_ rapist stalking every female in hind wouldn't do 
. much for the tourist trade." 


While the appearance of the shark brings in its 
wake a generalized fear of sexual violation, and a 
fairly specific threat to Brody's masculinity, this 
complex of sexual associations is given a class di- 
mension by the appearance of Matt Hooper. In the 
4ook, Hooper -is the wealuhy younger brother of an 


old beau of Ellen's. Ellen, once a member of Amity's 


fashionable society, has descended a few rungs by 
marrying Brody, and regrets the loss of her former 
status. .A brief fling with Hooper is the perfect 
outlet for her class nostalgia. Brody senses the 
threat Hooper represents; Benchley describes his 
uneasiness with animal metaphors that faintly evoke 
the shark: 


But he had felt threatened by the younger 
man--he wasn't really sure why--and the. 
sensation was so alien that he had reached 
for the most convenient carapace. 


Later, as they make love, Ellen also experiences 
Hooper as an alien, threatening, predatory presence 
(“the ferocity and intensity of his assault"). 
Benchley uses the same phrase to describe her fear 
as he uses for Brody: "Ellen had become afraid--of 
what, she wasn't sure." The subplot is omitted 
from the film, undoubtedly for reasons of economy, 
but with the result that in the film, the shark 
replaces Hooper as the sexual antagonist. - And the 
hostility between Brody and Hooper is displaced 
onto the shark. ~ 


While later, in the film, the confusion between 
shark and human behavior is shown to be an error 
(Brody, scanning the water, mistakes a male bather's 
playful assault on a woman for a shark attack), 
nevertheless, the seed is sown, and the only kind 
of heterosexual relationship revealed in the film-- 
the extra or pre-marital one latent in the animal 
good spirits of the young couple--is fantasized as 
the homicidal violation of a woman. 


The effect of this fantasy is three-fold. First, 
all actual sexual relationships cease, including 
“safe" ones inside the confines of the nuclear fam- 
ily. (Ellen suggests to Martin that they “get drunk 
and have some fun," but Martin declines.) Second, 
the danger to women is so great that the men must 
protect them against it. The women in the film 


(Ellen Brody, Mrs. Kintner) play a dependent role, 


and are associated solely with domesticity, primar- 
ily child care. Third, the strength of the fantasy; 
coupled with the precariousness of the civilized 
society we usually take for granted, suggest that 
draconian measures, extreme psychic and social re- 
pression are necessary to defend against it. The 
laissez-faire, business-as-usual approach of the 
city officials will not do. The beaches must be 
closed. That this measure ‘is presented in the most 
favorable light points to the conflation, in the 
film's liberalism, of repression and morality. 


Brody's duty is clear. Under the circumstances, his — 


decision to close the beaches is the only moral one, 
and represents a kind of state liberalism. The un- 
regulated free market of competing business inter- 
ests is outmoded. It's OK for Amity, but destruc- 
tive to the larger human community of which Amity 

is only a part. Therefore, it must be controlled, 
but by whom? The City Council, presumably the demo- 
cratic heir of the New England town meeting, is un- 
able to exercise such control because, while demo- 
cratic, it does not represent the interests of the 
tourists, only the residents. The instrument of 
regulation, then, becomes not the pol ity~but. the 
police chief who, consulting his own conscience, is 
granted a vision which encompasses the whole body 
politic, not just a part. The police rote is made 
palatable by the mild characterization of Brody who 
is not an authoritarian figure but, on the contrary, 
family man. 


(top. 26) 
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FILMS 

1 Peter Biskind 

3 Madeline Tress 

4 Peter Pappas 

6 Michael Klein 

7 Steven Abrahams 

8 Ernest Larsen 
Richard Wagner 
12 Reynold Humphries 
14 Lawrence L. Murray 
16 _Michoel J. Jackson 
RESOURCES 


William Van Wert 


DISTRIBUTION AND EXHIBITION 


21 Julia Lesage, Barbara Halpern 
Martineauv, Chuck Kleinhans 
22 Demetrius Cope 
23 Michael Washington and Marvin 
J. Berlowitz 
IN PRINT 
25 J. Pyros 


William Rothman 
CRITICAL DIALOGUE 


Psychoanalysis and Film: An Exchange 


27 Ben Brewster, Stephen Heath, Colin 
MacCabe 

30 Chuck Kleinhans 

REPORTS 

33 Julianne Burton 

35 John Hess 


THE LAST WORD 
36 The Editors 


STEVEN ABRAHAMS is currently completing a film script 
on the early film industry for his master's degree at San 
Francisco State. | Filmmaker and writer PETER BISKIND 
analyzes ON THE WATERFRONT in the fall Film Quarterly. 
MARVIN J. BERLOWITZ teaches education at the Univer- 
sity of Cincinnati and is active in left political work in 
the-city. JULIANNE BURTON, who wrote on THE 
HARDER THEY COME in our sixth issue, teaches at the 
University of California, Santa Cruz. Editor of Screen, 
BEN BREWSTER is also the English translator of French 
Marxist Louis Althusser. DEMETRIUS COPE did his 
research on black theaters while a student at Livingston 
College, Rutgers. STEPHEN HEATH has written on 

both literature and film in English and French. REYNOLD 
HUMPHRIES, who currently lives in Paris, regularly writes 
for Cinefantastique . A graduate of Rutgers University, 
MICHAEL J. JACKSON is interested in film and history. 
An English teacher at Livingston College, Rutgers, MICHAEL 
KLEIN has written on film for Cineaste. ERNEST LARSEN 
is finishing a novel on I9th century French criminal anarch- 
ist Ravachel. JULIA LESAGE teaches film and literature 
at the University of Illinois, Chicago. Canadian feminist 
BARBARA HALPERN MARTINEAU writes about and makes 
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Focus on the Western, ed. Jack Nachbar 


JAWS (Steven Spielberg) 

WHITE LINE FEVER (Jonathan Kaplan) 

THE ENGAGEMENT OF ANNA (Pantelis Voulgaris) 

NASHVILLE (Robert Altman) 

NASHVILLE (Robert Altman) 

DEAD PIGEON ON BEETHOVEN STREET (Samuel Fuller) 

CHILDREN OF RAGE (Arthur Allan Seidelmann) 

NUMERO DEUX (Jean-Luc Godard) 

Monsters, Spies, and Subversives: The Film Industry Responds to the Cold | 
War, 1945-55 

RED NIGHTMARE (Jack Waggner) 


The JUMP CUT Guide to lémm Distribution 


New Day's Way: Julia Reichert and Jim Klein interviewed — 


Anatomy of a Blaxploitation Theatre ‘ 
Swat Superfly: Blaxploitation Films and High Schoo! Youth - 


¥ 


Theories of Film, by Andrew Tudor 


Comment * 


A Ventriloquist Psychoanalysis . 


The Old and the New: Latin American Cinema at the (Last?) Pesaro 
Festival 
Berkeley Projectionists Protest Lock Out 


Out of the Dark 


films. LAWRENCE L. MURRAY, who teaches history at 
St. John's, got into film from his work in American culture 
and history. COLIN MACCABE frequently writes for 
Screen. A member of Xasteria, the Greek cultural 
organization, PETER PAPPAS is finishing a novel on Greece 
under the junta. J. PYROS is editor and publisher of 
Dramatika, “a little magazine of performable pieces." 
‘NYU film teacher WILLIAM ROTHMAN is working on a 
book on Hitchcock. MADELINE TRESS is a socialist- 
feminist who works with a St. Louis repertory theater. 


WILLIAM VAN WERT learned about l6mm distribution the 
hard way, by running a film club and ordering for teaching 
film at Indiana University. He's now at Ten.ple, 
teaching film and literature. RICHARD WAGNER is a 
free lance writer. MICHAEL WASHINGTON is a grad 
student in education at the University of Cincinnati. 
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® - A 62-Mile Welking Match 
Comparison of Abstainers and Non-Absteiners 


Percentage of Each Class Entered ZA 
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bast 26 te Reach 


Failed to Reach Goal 
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dred abst eat 


Tuo of these hed bre, nent lor menths belere the con: 


Fic. 214. — Comparison of abstainers and non-abstainers in a walking match. 


All our U.K. distribution and subscriptions are now 
being handled exclusively ky The Motion Picture Book- 
shop at the National Film Theatre, South Bank, London, 
SE1. Back issues are available and inquiries are wel- 
comed. Telephone: 01 928 3517. 


The movie trade papers have been reporting claims and 
countercharges by movie producers and exhibitors. Ex- 
hibitors claim production is dropping, and the resulting 
film shortage is being used to force exhibitors into agree- 
ing to high advances, guaranteed minimums, and longer 
runs. Theatre owners claim that an artificially created 
seller's market is squeezing them. 


In our last issue we reported on the government. harassment 
of filmmakers Emile de Antonio,-Haskell Wexler, and 
‘Mary Lampson, who were making a film about the Weather 
Underground. — In the Nov. 6 Rolling Stone, JUMP CUT 
associate editor Peter Biskind reports on the making of the 
film. In our next issue we'll have a survey of de Antonio's 
career, and, if the film is out, a review of the Weather 
Underground film. 


JUMP CUT is published six times a year by Jump Cut Associates, a non-profit 
organization. Unless otherwise noted, all contents copyright 1975 by JUMP 
CUT. Editorial Offices: PO Box 865, Berkeley CA 94701 and 3138 W,. Schubert, 
Chicago IL 60647. Writers: send self-addressed stamped envelope for "notice 
to writers" before submission. JUMP CUT is a member of COSMEP and is 
indexed in the International Index to’‘Film Periodicals and the Film Literature 


Single issues: 50¢. Subscriptions: (North America) one year (6 issues) $3.00; 
two years (12 issues) $6.00; abroad, add $1,00 per year (payment must be in 
‘US dollars); institutions, add $1.50 if billed; free to prisoners. Back issues: 
75¢ (50¢ to subscribers). Business office: PO Box 865, Berkeley CA 94701. 
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Films and videotopes about women are available from 


Nee.” i 


Exxon, one of the oi! companies that brought you the. 
energy crisis, has offered its gasoline credit card users. - 
deal on a Super 8 'movie outfit': "Just obout everyone. 
wants to make a movie... .to produce one, directone, 
film one. There's a little bit of Hollywood in-all of us." a 
With the camera and equipment such as a 250 watt light 
("for professional-like indoor shots"), the ad says, 

"You're the producer, director and camera man (sic). 

Your family and friends will be the cast (stars) and crew 

(riggers, grips, and so on)." And we remember when 

home movies were advertised as fun. Well, with dod. - 

on his auteurist power trip, maybe mom and the kids will 

just have to unionize. 


The Fall issue of The Minnesota Review contains a sup- 
plement, “The Marxist Alternative to the Traditions, " 
which centers on literary criticism, but which also goes 
into film with Judith Mayne's "Eisenstein, Vertov, and 
the Montage Principle." Single copies: $2.00 from 
Box 5416, Milwaukee WI 532I1. 


The Tenth Annual Independent Filmmaker's Exposition 


invites ‘entries by Feb. for its travelling show. Info: 


c/o Brooklyn College, Brooklyn NY 11210, 


Insight Exchange; PO Box 42584, San Francisco CA 7 
94101. A small, but very good selection of films. 5 

The new issue of Left Curve: Art & Revolution has poems, ; 
paintings, articles on the politics of museums, posters 4 
from Portugal, and an evaluation of the magazine by the i 


editors. $4.50 for three issues from 1016 Greenwich St., 
San Francisco, CA 94133. 


One of the best alternative publications around is G 
Sunshine . It covers both the political oad alu 
sides of gay men's liberation with openness and clarity. 4 
The contents range from excellent interviews with artists, 
writers, compasers and performers, through film and book 
reviews, to poetry, reports, and analyses. $8.00 for 

12 issues from Box 40397, San Francisco CA 94140. 


Tricontinental, the leading US distributor of political 
films from the Third World, has just published its 75-76 


. catalogue. An essential reference: Tricontinental Film 


Center, 333 Sixth Ave., NYC 10014. 


"Films on Africa,” a 68 page guide that lists almost 700 
films and describes the content of each, is available 

for $1.00 from the African Studies Program, University of 
Wisconsin-Madison, Madison WI! 53706. 


The bland battle for supremacy in the middlebrow film 
magazine market which had been listlessly going on be- 
tween Film Comment and Take One may heat up with 
the entry of American Film, the American Film Institute's 
new |0-times-a-year handsomely prepared and printed 
magazine. It's $15 a year which includes membership in 
the AFI, or it's free witha standard AFI membership, 
depending on how you look at it. The editorial policy 
seems to be aiming for a slick banality befitting a govern-. 
ment sponsored periodical hyping a specific capitalist 
‘industry. With the potential to undercut other publications 
with reduced ad rates, lowered subscriptions, and higher 
payment to writers, American Film looks like it will be 
around for a while. After all, its backers are 220 million 
taxpayers. 


A number of films about working class people are available 
from Haymarket Film and Videotape. Free brochure: 
1901 W. Wellington, Chicago IL 60657. 


The new Cineaste is out with more of their outstanding 
interviews, featuring Italian director Francesco Rosi 

(THE MATTE! AFFAIR, LUCKY LUCIANO), actor Gian 
Maria Volonte, and Kartemquin films of Chicago (which 
is now Haymarket Film and Videotape: see the previous 
note). The issue features Andre Paquet on Arab and 
African cinema, and Ruth McCormick on NASHVILLE 
(favorable), and the best analysis of A WOMAN UNDER 
THE INFLUENCE we've seen, by Michele Russell. $4.00 
for 4 issues. 333 Sixth Ave., NYC 10014. 


A. conference emphasizing European film will be held 

March 18-20 at Purdue University. Info: Dept of Foreign’ 

Languages and Literatures, Purdue U, West Lafayette oe 
IN 47907. - 


Scheduled to appear about a year ago, the Film Reader a 
from Northwestern University's film department has now ‘ 
arrived. The 145 page annual features a semiological 
analysis of CITIZEN KANE and a non-normative update 
of Hollywood directors which supplements Sarris's book. 
$2.50 from Film Reader, Speech Annex, Northwestern 
U., Evanston IL 3020T- 


Juan Chacon, the male lead in SALT OF THE EARTH, 
and current President of United Steelworkers Local 890, 
was interviewed in the October issue of Labor Toda 
Chacon spoke about the local's strike, the rank and 
file struggle in the Steelworkers’ Union, and answered 
the inevitable question about SALT OF THE EARTH and 
the film's impact on his life: 


Well, | haven't noticed any change. | know that 
there's been a lot of publicity all over the world--in 
France, Italy and other countries. But as far as !'m 
concerned, I'm still a copper worker. | don't feel 
like a movie star. My-role is to work for the rank.and ‘ 
file workers. 1 do hope that another film can be made 
like that one to show the struggle of the workers and 
that the struggle hasn't stopped. We need more movies 
showing, for example, the struggle of Cesar Chavez 
and the Farmworkers so that people across the country 
will know more about the workers' struggle today’. 
Labor Today is a monthly rank and file national labor 
newspaper. A one year sub is only $1.00. 343S. Dear- 
born, Room 600, Chicago It 60604.” 
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SUMP CUT No. 9 


--Madeleine Tress 


If WHITE LINE FEVER develops a cult following, it 
will be surprising. Its three week run in St. Louis 
was in the B picture graveyard--drive-ins and local 
neighborhood theaters. For a week prior to its re- 
lease, St. Louis newspaper ads for the film depicted 
Jan-Michael Vincent standing with clenched fist in 
front of his semi-tractor trailer. The ad told its 
potential audience: “Meet Carrol? Jo Hummer, a work- 
ing man who's. had enough." The advertising campaign 
leads us to believe that he is a’ disgruntled, op- 
pressed worker who has been consistently ripped off 
by powerful and corrupt organizations for most of 
his working life. Certainly not an ad that would 
entice the suburban middle and upper middle classes 
to run and see this film (the distributors no doubt 
Knew this, which is why it went immediately into the 
‘film graveyard.) Columbia Pictures itself writes in 
the promotional material--"It is the type of motion 
picture to which millions of American workers through- 
out the country will relate. It should--it's their 
story." (Emphasis is Columbia's, not mine.) By con- 
trast, though, the ad in August 31st's New York Times 
went: “They had a dream, each other anda fight to 
the finish," showing Jerri (Kay Lenz) and Carrol] Jo 
Hummer hugging each other with a rig in the back- 
ground, 


While the specific sociology of WHITE LINE FEVER 
may be questionable (Is an owner-operator or inde- 
pendent trucker a petty-bourgeois rather than a 
worker?),, the intent of the film iS not: Hummer is 
a worker prevented from. practicing his trade by both 
corporate capital and the state. In this sense, 
WHITE LINE FEVER is both anti-corporate and anti- 
authoritarian. In ways that will become clear from 
an actual discussion of the plot, Hummer is something 
more than either the classic loner rebel so popular 
in the bourgeois-dream-gone-sour motif or the stand- 
ard populist demagogue. Elements from both tradi- 
tions are present in the film, but the characteriza- 
tions of Hummer and his wife, and their relations 
with other truckers*that emerges in the film, defy 
such easy categorization. 


The film opens with Hummer returning from the war- 
--unnamed, but Indochina of course--somewhat a hero 
and ready to actualize his dream of being an owner- 
operator of a diesel cab, Although Hummer's war 
credentials don't figure prominently in the film 
after the first few frames, they were surely deemed 
necessary by the producers for a very clichéd reason 
--to establish Hummer’s loyalty as an American, root 
him right in the heart of the American experience 
and above all, legitimate his later rebelliousness. 
The war experience also provides an easy explanation 
of Hummer's accuracy with a carbine rifle, which does 
figure prominently in later parts of the film. 


The film moves briskly from the beginning. Hummer 
mortgages his next few years to buy his beloved $30,- 
000 “Blue Mule" and looks forward to mile after mile 
of white line fever, trucking songs and a stable 
marriage with his childhood sweetheart turned wife. 
He has no. ambition other than to do his work with 
the greatest skill and efficiency possible. The™~ 
only success myth he buys is his own; trucking is a 
decent, honorable profession and Hummer has little 
knowledge or regard for an alleged capitalist hier- 
archy of financial rewards and prestige. He doesn't 
understand a concept like “making it"--his world is 
circumscribed by a love for his work and his wife. 
“Soon, however, his plans are destroyed by the large 
trucking firm with which he contracts ‘for his initial 
haul. Contacting a shipping company in Tucson which 
is managed by Duane Haller, an old family friend, 
Carrol] Jo is informed that his initial load will 
include a few “extra items" not specified on the de- 
__livery sheet: contraband cigarettes and liquor. 
~ When Hummer protests out of naivete and simple hon- 
esty, Haller informs him that it is not his own deci- 
sion and claims. that this is the only way that the 
company can realize a high level of profits. Haller, 


fhite I Line Fever 


we will Tater find out, is a patsy for the Glass 


‘House organization which is owned by a young, hip 
- businessman who does nothing all day except drink 
and try to seduce his secretaries (who in non-middle . 


class America are still teasing their hair, wearing 
4, inch of make-up, incessently chewing gum and are 
clad in the shortest of mini-skirts). He will also 
be murdered during the course of the film by this 
corrupt organization. 


Hummer refuses to compromise his integrity and 
finds himself involved in a fight with the guys on 
the loading dock. After the first fight occurs, 
Haller lets him do ‘the job without the cigarettes. 
However, his troubles are merely beginning at this 
point--already he has been blackballed throughout 
the state and labelled a trouble-maker by the Glass 
House to both other companies and-to ,the police. 

Once onthe road he is arrested by the deputy sheriff. 
who handcuffs him to his cab and lets the dock work- 


ers finish him off. The message is clear: work on 


the company's terms or don't work at all. 


Gradually, by refusing to abandon his dreams, 
Hummer earns the companionship and respect of other 
truckers and dock workers at the company. An embry- 
onic caucus of both black and white workers forms 
with Carrol] Jo as the nominal leader. -His actions 
have been a catalyst for the other workers who, by 
implication, shared Hummer's feelings of anger but 
kept them submerged for necessity of maintaining 
their jobs. By now, WHITE LINE FEVER has moved 
quite naturally out of the internal -combustion-en- 
gine formula picture (with chase scenes starring 
semi-tractor trailers rather than motorcycles or 
automobiles) and the individualist model of one : 
worker's life and desires into an essentially collec- 
tive drama--the workers see the need for social ac- 
tion to oppose the company-police alliance and real- 
ize that it must be done collectively. 


WHITE LINE FEVER, unlike most of the recent films 
which ‘portray working people and-lower middle class 
people as their main characters, does it without the 
disdain implicit in NASHVILLE or explicit in JAWS. 
Kaplan, unlike Altman and Spielberg, does not dis- 
miss his non-bourgeois protagonists as either 
neurotic hillbillies who want to make it in the 
country music world even if it means total humilia- 


* tion ‘or as “goddamn working class heroes" using the 


social tactics of reverse snobbism. We see a young 
worker who is urged on by everyone--his wife, his 
friends, his co-workers. We see racism within the 


. working class destroyed when a young militant black 
» finally decides to ally with Hummer after an older 
* black trucker gets involved in the rebellion and con- 


vinces the younger man that he is not being a Tom in 
his actions. We do not See a benign depiction of 
any of the organization bosses. Perhaps they were 
intentionally construed to be evil and corrupt stere- 
otypes for the largely working class audience. 

These corporate goons are interested in one thing 


only--making huge profits by convincing their truck- © 


ers that by transporting contraband goods they wil] 

not only not get busted but will also get some mone- 
tary-compensation for their efforts. Anyone who re- 
fuses to benefit from this scheme will no doubt ‘pay 

for it. 


The remainder of the film is largely action cum 
violence. There are chase scenes, shoot outs with 
the company thugs and police and repeated physical 
and psychological assaults on Hummer--his house is 
fire-bombed, his black allies are murdered, his wife 
is beaten up, he is arrested for murdering Duane 
Haller (but is acquitted on his wife's testimony-- 

a mostly working class jury realizes that he has been 
framed by the corporation). In form, the action and 
violence doesn't differ from a number of other films 
where one has taken the law into his own hands. But 
there is an important difference--WHITE LINE FEVER's 
violence is neither abstract or unjustified; it is 

an older form of violence, one which the audience 
would think to be ‘more respectable and humane since 


it is the violence of social protest; it is a neces- 
sary part of a social movement in process and the 
structure of the film constantly reminds the audience 
that this is the case. Yet these scenes never manage 
to achieve a life of their own. There is no cult of 
violence at work here, for the action is not a tool 

of escape or indulgence, for either the characters 


a or the audience, but rather a necessary recognition 


of what must be done under intolerable pressure when 
there is no other redress. — 


By the film's conclusion, the economic analysis 
has deepened somewhat and we are made to understand 
that there is probably one -holding company for all | 
the state's trucking lines. The audience is so in- 
censed against the ruling class that during the cli- 
matic scene, when Hummer drives the Blue Mule through 
the Glass House at more than 70 mph roaring up a 45- 
foot ramp «and then soars 60 feet through the air, 
that we jeer and clap, for at least the villain has , 
been symbolically destroyed. Yet, despite this feat 
(which cost the studio $130,000 to. ow ob and Hummer's 
survival of it which lands him in the hospital but in 
dubious physical condition, we are quickly returned 
to reality; the film really does not have a happy 
ending in bourgeois terms. 


The average American worker goes $20,000 in debt 
in an attempt to seem middle class. Much of her/his 
net income is used to pay off that debt. Workers 
don't have stocks and bonds to sell begrudgingty when~ 
things start looking bad; a working class family has 
no savings for a rainy day. Hummer became a trucker 
to make enough money to seem middle class in an honor- 
able, individualistic way. He didn't go to college; 
he went to the Air Force. He didn't meet and marry 
an independent woman; he wedded a woman who went from 
one parental situation right into another one. Hum- 
mer exemplifies the worker's dilemma: debt to the 
capitalist system, both literally ($30,000 for The 
Blue Mule plus the mortgage’ on his new house) and 
figuratively, aspiring to be middle class. Jerri 
Hummer also has middle class hopes and aspirations; 
she doesn't want-a trucker for a husband, but someone 
who will geographically be there as part of a nuclear 
family. She wants a child, but doesn't want to raise 
it with an absentee father.~ Her alienation by doing 
mechanical and boring work in a bottling plant regis- 
ters in her relationship with Carroll Jo at home: 
she doesn't want to be told to hurry up all day long; 
she wants to know if Carroll Jo really thinks that a 
day care center would check out her non-existent col- 
lege credentials so that she can get out of the fac- 
tory into more fulfilling work. 


They try very hard to seem middle class. But nei- 
ther Carroll Jo nor Jerri view their lives with any 
thought of a distant future. Trucking will not make 
them rich; they'll probably save nothing for real 
vacations, for their retirement, for a child's higher 
education, for medical bills. And, although the film 
seems to have an upbeat ending--Hummer survives and 
his following has rallied to his support outside of 
the hospital--we also see Jerri Hummer staring from 
another hospital window, weary and bleary-eyed, sug- 
gesting that there is no ending in sight to their 
struggle. ‘Added to the sheer mental exhaustion of 
Carroll Jo and Jerri Hummer are also the following 
factors: we know that he has totalled his rig, -he 
can possibly be a paraplegic, the house has been 
burned, Jerri's first pregnancy has resulted in mis- 
carriage, friends have been murdered, the trucking 
industry has no doubt blackballed him permanently, 

. and they probably neither have major medical insur- 
ance nor money to pay any of the medical bills. At 
best Carroll Jo could have died and his wife could 
have married into the middle class and forgotten 
about all of this as part of a distant past. But. 
the way things turn out show that the corporations 
still exist, the police force is still in conspiracy 
with the employers, the Hummers are unskilled, unedu- 
cated and possibly physically disabled and might have 
to spend the rest of their lives in factories or on 
welfare, forfeiting their aspirations of becoming - 
middle class Americans. They certainly will not 
think of going underground--skipping town and assum- 
ing aliases is something workers rarely do. 
course, one could also be optimistic and assume that. 
the situation has changed--the owner-operators now 
have their own organization, they will present their 
own demands to the companies and will do whatever is 
necessary to perform their jobs in the ways they see 
fit. There “is no good reason why a genuinely collec- 
tive, worker-run industry could not emerge from this 
group in time. 


WHITE LINE FEVER will not be the sleeper of- 1975. 
Columbia's means of distributing the film have de- 
stroyed any hope of that. But by placing it in the 
genre of the sduthern-drive-in-film which is aimed 
at a white working class audience, the only people 
who can relate to it will because they go to drive- 
ins and neighborhood theaters. The audience is not 
the slick and sophisticated, the elitist-intellectual 
’filmgoer who spends an hour and a half waiting to see 
a film at Ghirardelli Square or on Third Avenue and 
59th Street, but the working class family who can 
dress the kids up in pajamas and let them sleep in 

' the back seat of the car while they watch a film. 
The economics of the situation clarifies this point-- 
workers usually go to drive-ins where they pay per 
car rather than per person and don't have to worry 
about hiring a babysitter. Workers don't see films 
like Antonioni's THE PASSENGER because they are mys- 
tified into believing that they won't be able to 
relate to the film, and because they can't afford 
$3.50 a head to see it at a first-run theater and 
also pay a babysitter. First-run moviegoers won't 


see WHITE LINE FEVER because it's showing at a drive- 


in, doesn't star any well-known actors, and utilizes 
a very action/violence and pro-working class adver- 
tising campaign. One of the few pro-working class 
films to have a moderate middle class following was 
THE SUGARLAND EXPRESS and that probably had more to 
- do with Goldie Hawn's appearance than anything else. 


The middle class, for the most part, would sub- 
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scribe to the attitude that Carrol] Jo Hummer should 
ship the goddamn cigarettes and take whatever kick- 
back he'll get from the corporations. They don't 
understand that they too are just as oppressed by a 
system that convinces them if they don't buy and con- 
sume there isn't-much else to do. A bourgeois white 
collar worker views the working class as her/his 
enemy--if independent operators strike because of 
fuel price increases the elite sees it as an incon- 
venience and makes absolutely no attempt te under- 
stand how people who have to work for a living behave. 
Why are they striking, he/she'll think, they're los- 
ing salary. But a worker knows that another $50 
isn't going to make him/her rich--at best it would 
probably help pay another overdue bil]. ‘This is 
something that the average elitist filmgoer refuses 
to understand (Simply because He can easily afford 
$3.50 a ticket) and rationalizes that poor people 
remain poor because they blow their salaries in bars 
and basically don't know how to handle money. The 
business executive forgets that a larger proportion 
of working people's salaries are used for survival 
alone, plus they get to pay exorbitant. 18% interest 
rates on commodities purchased,all in the myth of 
seeming middle class. : 


WHITE LINE FEVER manages to take several formula 
plots and merge them into something more significant 
and better. Real people with real problems. constant- 
ly transcend the limits the formulae should impose 
on them. Even the tendency to fetishize the internal- 
combustion-engine and marksmanship is kept in sub- 
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Toward the 


--Peter Pappas 


In a very real sense, it is almost a non sequitur 
to speak of a "new" Greek cinema; in essence there 
has never been an old one. And not simply in the - 
sense. that there has never been a dynamic film tra- 
dition like those in the U.S. or France or the 
U.S.S.R. or Germany, but in the much more crucial 
sense that an attempt was never made to create a 
tradition, to foster a cinema based on the particu- 
lar reality of Greek experience. In this refusal 
to come to terms with the significance of film to 
the national culture, Greece stands almost alone. 
There are very few countries--and here I include 
the so-called under or semi-developed countries-- 
which, though coming to the cinema very late, can- 
not at this moment lay claim to at least one film- 
maker who, while starting out from his or her own 
country's experience as the foundation, has come to 
receive international recognition: Satyajit Ray, 
Miklos Jancso, Ousmane Sembene, Alain Tanner, Dusan 
Makaveyev, the entire Polish-cinema, the Brazilian 
Cinema Novo, Miguel] Littin, the post-revolutionary 
Cuban cinema; the list is almost endless. And, of 
-course, filmmakers such as Bergman, Bunuel, Fellini, 
and Godard, who have become so “universal” that we 
tend to lose sight of the national character which 
is at the foundation of their work. But in Greece, 
film never developed, and to a very real extent it 
was not the fault of Greek filmmakers -themselves. 


After the end of the Second World War and the 
Greek Civil War of 1946-1949, Greek cinema deve-— 
loped on the Hollywood model--and the worst of 

- Hollywood at-that. Greek films were then, and are 
stilT now, controlled by three or four major pro- 
duction companies on the style of the old Hollywood 
studios. In addition, the political climate in 
post-war Greece was not conducive to any kind of 
development or experimentation in any of the arts, 
let alone the newest and the one considered by 
many the most revolutionary. The Greece of the 
Fifties was a conservative and fearful society 
where artistic development not only had to take 
account of the inevitable and huge censorship ap- 
paratus, but in more cases than not, the security 
forces themselves. 


But, as is always the case, some sort of develop- 
ment did take place and this was also true in the 
cinema. But in that development itself we can see 
most clearly the cost of culturdl reaction and ar- 
tistic compromise. The two films from Greece that 
made the greatest impression not only outside but 
inside the country have been NEVER ON SUNDAY and 
ZORBA THE GREEK, both, incidentally, filmed in-Eng- - 
lish--a fact which is not a mere coincidence but a 
symptomatic indication of a more profound malaise. 
These two films. represent precisely the nature of 
the Greek cinema until very recently. 


NEVER ON SUNDAY was directed by Jules Dassin, an 
American who, because of McCarthyism, resettled in 
Paris and, after marrying actress Melina Mercouri, 
in Athens. That quick sketch of Dassin describes 
the film perfectly. It is a travelogue, a tourist 
poster, an advertisement for Piraeus, for the vari- 
ous ruins to be found around Athens and, of course, 
for Melina Mercouri. It is Greece observed by a 
tourist, a passerby--and perhaps, even a little 
less. There are, after all, tourists who are much 
more perceptive than Homer (the leading character 
in the filth, an American tourist played by Dassin). 
But Homer-Dassin is not that kind of tourist; he is 

“the kind with the Japanese camera, the American Ex- 
press card, and a profound indifference to the es- 
sential nature of the land he is visiting. 


Four’ years after NEVER ON SUNDAY, ZORBA THE GREEK 
was released and the difference between them is as 
immense as the distance between Hollywood and Crete. 
Michael Cacoyannis is Greek (though strictly speak- 
ing, a Cypriote) and commands a much more fundamen- 
tal awareness of Greek reality than Dassin, though 
it must be said in Dassin's defense, he had also 
attempted to bring Kazantzakis to the screen in his 
film HE WHO MUST DIE, an adaptation of The Greek 
Passion. Nonetheless, to deal with Kazantzakis, as 
Cacoyannis correctly understood, is more than simply 
trying to be faithful to an author's work; it is 
coming to terms with the most influential myth-maker 
and legend-creator of modern Greece. It is because 
Cacoyannis understood this that his film was an 
aesthetic success. One can truly say that the film 
is, in a sense, more Zorbaesque than the book. Ca- 
coyannis distilled the essence of Kazantzakis's 
novel without compromising either the texture of 
the book or its latent darkness and pessimism. 


There is no doubt that the film, for what it was, 
was very good. But the question remains, what was 
it? It was a film based on a literary legend--and 


work. 


ordination to the larger concerns.of the film. It 

is making a-political statement, but it is by no 

means revolutionary--it is simply a film about*peopie . 
deeply committed to their lives and their work and 

in Hummer's case, that commitment extends beyond 

just being a good driver. It also shows how the 

large corporation will do everything that it can. 

to. undermine any efforts on the parts of their work® - 
ers to avoid alienating job situations, Even if the 
workers don't ally with each other, the corporations 
certainly see them linked into a cooperative network . 
as evidencéd by the Glass Housé's constant abusal of 
Hummer, their murder of his employer Haller and the 


murders of the black operators involved in the truck- 
ers' rebellion. 


The film shows that al? workers are 
oppressed and the myths that blacks will take jobs 
from whites or women will steal jobs from men are 
perpetuated by the ruling class to keep the masses 

‘divided. It involves a ‘conception of how work |. 
should be organized and what morality should govern 

Finally, it show$ that once an oppressed class 
is aware of its oppressor (in this case the indepen- 

dent operators versus the holding corporations), it 

will cease to. perpetuate intra-class violence and 
hostility and start using its coblective energy to 
destroy its oppressor (a -point. argued.by Fanon in 

The Wretched of the Barth, using colonial Algeria as 

a case in point). 


WHITE LINE FEVER is progressive in much the same 
way that BATTLE OF ALGIERS and SUGARLAND EXPRESS are 
progressive films, but it is not revolutionary. It 
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the word “literary”: is what: is significant in this 
context. , There is no argument with the validity of 
using the myth as the basis for a national art, es- 
pecially in film. What must be emphasized though 
is that the myth on which Cacoyannis based his film 
was not one born from the popular experience, from 
_ the long history of what is known in Greece as the 
"folk" experience, the experience chronicled in end- 
less folk: songs and popular legends. It was based 
on a literary myth, a myth that as far as the popu- 
lar sentiment is concerned is inauthentic. In con; 
_tradistinction to a work like Littin's THE PROMISED 
LAND or, what may be the best known example, the 
films of Miklos Jancso, Cacoyannis's ZORBA THE GREEK 
--and for that matter his ELECTRA and TROJAN WOMEN, 
as well as Dassin's PHAEDRA and HE WHO MUST DIE--is 
not a film grown from the home soil of its native 
land, it is not a popular legend but an intellectu- 
al attempt at* legend. When Kazantzakis wrote Zorba 
the Greek; he was self-consciously creating a modern 
Greek hero that he wanted to be considered the heir 
to Odysseus and Achilles. But the point is that in 
their two thousand year history since the end of 
the classical age the Greek people have created. 
“their own heroes and legends, and these are the 
ones that constitute the authentjc foundation to a 
national art based on recreating the experience of 
the Greek people--not the metaphors of literary 
artists but the metaphors of the people themselves, 
the folk tales of the peasant woman and the fisher- 
man, the urban worker and the shepherd. And even 
more important than dealing with the legends of, 
these people is dealing with the people themselves, 
with their history and experience, their sorrows 
and joys, and, in the last analysis, with thé story* 
of their oppression and their resistance to it--and 
even perhaps with their inability to resist. Be- 
cause this approach must inevitably lead to an au- 
thentic statement of the condition of the Greek 
nation it is this approach which has: finally pre- 
vailed among Greek filmmakers. And it is to-them, 
to this young generation, that I now turn, 


The period of the early to mid-sixties was a 
very turbulent one in Greece. It was a time of in- 
tense and many times violent political activity, of 
the development of an enormous and dynamic youth 
movement, of mass strikes and demonstrations, and 
of the fall of the conservative government. At the 
same time it was also a period of what has popular- 
ly become known in Greece as a renaissance of cul- 
tural and artistic activity. ‘It-was a time of 


efinition of a New Greek Cinema 


of Vittorio de Sica's A BRIEF VACATION. 


-esoteric, 


- immediately into drive-ins and neighborhood movie 
‘ theaters, hardly the place that the high brow.critic 
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has no aura.of élitism--it is no worker's. film direc- 


ted by a celebrated European artistias in, the cease. 
Bourgeoise . 
critics praise films. like HEARTS AND MINDS and BATTLE j 
OF ALGIERS because of each film's ability to provoke ~~ 
guilt around past issues of imperialism, j.e., the , 3 
horrors after the fact; they fail to see these are 
oppressive situations which must be changed. WHITE 

LINE FEVER shows_us everyone's oppression by ruling 

class Ameri¢a in.America {as opposed to Indochina) 

and does: it without being elitist, pretentious or . 

It posits-no utopia but is an affirmation 

of people and their humanity which is revolutionary 

enough these days. It's too bad that the majority 


“of film critits saw fit to give it nothing’ but mostly 


unfavorable’ reviews and completely discounted any 


‘. political implications because of the formuTae used 


in the film; WHITE*LINE FEVERwas set up for un- 
favorable reviews to begin with since it was dumped ~ 


and filmgoer would Took‘for a masterpiece. It's too: 


bad, because the majority of middle class filmgoers 


avoided it because it didn't start out in one first- 
run movie house.and as a result, perceived it as 
nothing but trash (which it is not), thereby making 


~ its own fate all too analogous. to the working class 
. which it represents. is oO 


great hope and anticipation for the cultural future 

of the country. And of course filmmakers, especial- 

ly younger filmmakers, shared in this general exhi- 3 
laration and optimism, . But on April 1967,-a 
group of colonels executed a putsch,; abolished the ~" £ 
parliamentary government, suspended the Constitu- 

tion, and set up a seven and a half year period of 

rule the result of which, besides being a period of . ~~ 

political repression and economic chaos, was nothing 

less than thé imposition of a cultural Dark Age. 


“But it was in this Dark Age that the new genera— - 
tion of filmmakers was to grow and mature, it was 
in this Dark Age that they would finally develop a 
cinema based not on abstractions and warmed-over 
variations on the same theme but on the fact of 
Greece, of everyday Greece, the Greece of light and 
warmth and radiance but also the Greece of politi-. 
cal terror,. poverty, ignorance, and Medieval social 
-relationships. This was and is the Greece of the 
new filmmakers, and it is a Greece every bit as 
brilliant, complex, and tragic as the Greece of the 
Homeric epic and the Aeschylean tragedy. And most 
important of all, and unprecedented in the history 
of the Greek film, it is a Greece shorn of lies and 
sentimerital distortions. It is stark and naked 
like the Greek landscape itself. s 


The first-indication that a new tendency, if not 
a "new wave," was developing .in Greek cinema came 
at the Cannes festival in 1973 and at the New Direc- 
tors/New Films festival at the Museum of Modern Art 
in New York in 1974, with the presentation of Theo 
Angelopoulos's film, DAYS OF 36. Ostensibly the 
film is about the arrest of. a petty criminal in 
connection with the assassination of a labor lead- 
er, and his subsequent seizing aS a hostage 4 
Conservative deputy who has come to visit him in 
his cell. . By any historical standard it was a 
minor political incident, but it is not so much the 
fact of the assassination that Angelopoulos is in- 
terested in as it is the fact or the social "situ- 
ation," if I may call it that, of the country at 
that precise historical point. Unlike a film like 
Z, DAYS OF 36 shows almost no: interest in thé mach- 
inations of power and corruption (though it is ob- 
vious that corruption exists,.so much so as a matter 
of fact that with Angelopoulos's camera one can al- 
most see it springing from the land itself), or.in 
the dynamics and intensity of the investigation to 
uncover the conspiracy behind the assassination. 
What motivates. Angelopoulos is,.the social condition 
and the social relationships that are not only at ~ 
the basis of the assassination, but more important- 
ly, the foundation on which the country itself - 
rests. And that is why, again as opposed to a film 
like Z or STATE OF SIEGE,..it is a slow-paced film. 
DAYS OF 36 is shot and edited at a pace that is the 
cinematic equivalent of a hot Mediterranean summer-- 
slow, lethargic, deliberate in every movement and 
gesture; but more than that, it is shot witha = 
fidelity to detail, emotional as well as environ- 
mental, and an economy of movement that is the equi- ., 
valent of an analytical dissection of a particular 
societal apparatus at a given historical moment. 


In. connection with the above I would like to 
ghote from an interview that Angelopoulos gave to’ x 
Ulrich Gregor for the International Forum of Young . ~ 
Cinema at the Berlin film festival in 1973. 


G. What events is the film based on, what is 
its historical background? 


A. At the beginning it was rather like the re- 
construction of a "fait divers," the story, 
in fact, of a prisoner who attacks with a re- 
volver a Member of Parliament who comes to 
visit him. It then turned out that the pri- 
soner and the M.P. were old acquaintances 
and that there were unclear connections be- 
tween them. ~ i 

G. Does this link really exist between the mur- j 
der of-a trade-unionist and the affatr-of 

“the M.P. as it comes up in the film? 


A. No. I Brought that in. You can say that 
I've made a montage out of the events: there 
was an uprising in a prison, and there was 
also the murder of a trade-unionist but that 
was a little later. I linked these events ce 
to one another in order to reproduce the cli- = - _ 
mate of an epoch. In the film it is only a : 7 
few days. 2 


- A few days which characterize a whole epoch. —- 


- Exactly. You can see very well that we are 
talking about a time when the working-class 
movement first achieved a real meaning. 
There were strikes and demonstrations, that 
was a Climate which I can't describe to you 
now. One would have to dig right back... 
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DAYS OF '36 


G. There is no portrayal nor concrete analysis 


children, female children being called simply girls, 


: 3 
virgin. And not simply in the physical sense--that 


_ is the least important of all--but in the more cru- 


cial sense of emotional virginity. This is liter- 

ally her first time alone with a man. She has 

never kissed a man, never touched a man, never ex- 

changed private words with a man before. She is of es 
that class of poverty-ravaged women who, at the age 

of puberty, are “given” away to a strange household 

to be locked up there until the day they are “given” 

to a husband they have never met. And she knows 

that she is a part of that class and hates it,' and 

hates herself and is profoundly ashamed of the in- 

completeness and denial of her life. She cannot 

talk to Kosmas, she cannot look him in the eyes as 
because she is ashamed, and because she feels that . 

she is inadequate. She doesn’t know how he will 

react.to someone who has only been half a woman and 

half a tiuman being,” to someone who has never known 

even one moment of tenderness or love. 


But Anna fs a woman of immense inner strength, 
and Kosmas is a man of more-than-usual sensitivity, : 
especially for a Greek male. Slowly, they move to- 
ward each other, exchanging each other's despair 
and-dreams. Kosmas takes Anna to a cafe and then _ = 
to a small, working class nightclub. She begins 
responding to him more-and more; she smiles at him, 
touches him with affection, and kisses him good- 
night with the passionate awareness that he has 
saved her from complete despair. This is the first 
time she has ever been allowed to enjoy herself as 
a woman. She is overcome by happiness. They want 
to see'each other again. She has been fortunate in 
that ‘her trial has turned into her triumph and be- 
yond that, into her joy and self-fulfillment. 


But she has returned home late--it is way past 
the time that was set as the limit to her evening. 
As she walks through the garden of the house she is 
confronted by her master's mother, who has been 
waiting up for her all night, and now pounces on 
her with a calculated vengeance. Where has she 

_been? She'll never change--give her a little bit 
of freedom and she becomes a tramp. And to think, 
the old lady has treated her so kindly, "almost" 


of the political facts in the usual sense. “koritsia," not children; a land where dowry remains 
be a central element and consideration in the marriage like her own daughter, and she is repaid with this ¥ 
A. I'm really aiming at producing a climate. relationship, and where prozento, which means the massive betrayal, with this incredible disrespect 7 


It is a climate of terror, and the story of 
the attempts of certain people to prove 

their innocence by accusing other innocents, 
but who-were then prevented from doing this. 


\ 


It is the reconstruction of an epoch, the recre- 
ation of an historical climate which is at the basis 
of Angelopoulos‘s' work. He is interested neither 


arrangement of a marriage (and is, by the way, the 
word in the title of Voulgaris’s film which has 

been unfortunately translated as “engagement"), is 
not simply a joke, but a bleak reality for the hun- 
dreds of thousands of women who come from the peas- 
ant and working classes and cannot afford anything 
but the most minimal of dowries or, more often than 
not,.no dowry at all. This is the social landscape 


and dishonor. “But Anna can no longer keep still: 
She has kept her silence for years, but in the face 
of this final atrocity against her personality she 
lashes out like a pent-up beast. She screams back see 
at the old lady the truth of her condition with all i? 
the vengeance she can muster--the fact that she has y 
never been treated as a daughter, but rather as the 

constant and complete servant that she is; the fact 


aoiee dette sense anctonina? a ae which Voulgaris sets out to survey, and he does it that the conditions of her life have made her into 3 
ot presenting image, @ in a manner that is nothing less than extraordinary. life of is 
3 ng but a constant act of terror, an endles P 

complete picture of an epoch, of a people, of a The film opens with a panoramic shot, in soft violation. Having ‘spit out all her huniliation in- 


nation. 


It was because the movie is not overtly and sim 
plemindedly accusatory, but rather descriptive, 
analytical, indeed reflective, and because it was 
made in the’Greece of the Colonels (one could very 
well ask--where else should a Greek make a film © 
about Greece if he wanted to make it in 1972?) that 
some rather silly people involved in the various 
Greek democratic and resistance organizations con- 
demned it as “compromised” or “self-censored.” 

They had missed the point entirely. Obviously, 
Angelopoulos had no intention of making a parallel 
to Z; his sole purpose was to make a comment on the 
condition of-his country in the early summer of 
1936--a condition that could possibly provide paral- 
wie to the state of his country thirty-five years 
ater. 


The conclusive evidence that there is in fact a 
new cinema in full development in Gfeece was offered 
a few ago at this year's New Directors/New 
Films festival in New York with the presentation of 
Pantelis Voulgaris's film, THE ENGAGEMENT OF ANNA. 
Voulgaris was born in Athens in 1940. After gradu- 
ating from the Athens Academy of Film and Drama in 
1961, he worked as assistant director on approxi- 
mately twenty films. Since 1965, he has made two 
shorts, a documentary, and an experimental work 
based on the song cycle of Manos Hadjidakis (the 
composer of the music to NEVER ON SUNDAY) called 
The Great Erotikos.. In February of 1974, Voulgaris 
was arrested by the fascist regime and sent.to the 
concentration camp island of Yaros; he was released 
after the fall of the dictatorship in July of that 
year. THE ENGAGEMENT OF ANNA is concerned with 
what are undoubtedly the two most important ele- 
ments of the Greek social landscape: the relation- 
ship of the lower claSses to the middle class (es- 
pecially the increasingly more uprooted peasantry 
in relation to the urban middle class) and the re- 
lationship, in-all its ramifications and variations, 
of the woman to her society. The “woman question" 
is undoubtedly the central focus of Voulgaris's 
film, but the “woman question" as understood by 
Voulgaris and as it exists in Greece is of an-en- 
tirely different dimension and takes on a complete- 
ly different aspect from its Western European or 
American counterpart. It is, relatively speaking, 
more brutal, more destructive, and in a literal 
sense, more Medieval in its nature and consequences. 
It is based not simply on social or economic ine- 
quality, but on a more profound national insecurity 
and emotional underdevelopment--an underdevelopment 
that Voulgaris portrays in all its shabbiness and. 
tragedy. 


The struggle for women's. rights in Greece today 
_ has very little in common with the advanced femin- 
ism of the-Western countries; it is a struggle for 
simple human dignity, it is a rudimentary, funda- 
mental struggle in defense of the integrity of the 
personality of every human being. It is not so 


focus, of the city of Athens as it awakens on a - 
Sunday morning. In the background we hear the tol- 
ling of church bells.’ The camera then cuts to the 
courtyard of a church from the inside of which a 
young woman emerges; we follow her as she goes home. 


As. soon as she reaches the house she goes to the 
kitchen and prepares the morning coffee for the 
household--we see that she is a servant. There is 
an eiormous tension written on her face, she moves 
about-mechanically, automatically, but with a sense 
of fear and with what, we will come to understand, 
is an extraordinary resignation. - 


It is a typical middle-class Athenian home. The 
men of the family are outside in the garden playing 
tavli (backgammon). The women, in another part of 
the garden, are chatting about one thing and anoth- 
er. It appears to be a family gathering, it appears 
that they have all come together to be witness to © 
an unusual event, but not as participants so much 
as voyeurs. More members of the family join the 
congregation. One of them, a young man, brings 
along his new movie camera, indeed he never parts 
with it, he examines and plays with it to such an 
extent that it becomes obvious that it represents a 
new stage in his life, a new level of accomplish- . 
ment and status. finally, the subjéct of the gos- 
sip becomes less general and more specific, more 
uniform. The gathering begins talking about the 
serVant woman, Anna. After a few minutes we fin- 
ally understand why the entire family has assembled 
together--it is a prozenio, the arranging of a 
marriage, and they are all here to see and judge 
the bridegroom who has been chosen, and to ensure 
that the first meeting between him and Anna is a 
"success." The prospective bridegroom, Kosmas, 
arrives and is introduced to Anna. After being 
assaulted by indiscreet questions and embarassing 
glances, they are allowed to leave and “acquaint 
themselves" with one another. Before they leave, © 
however, Kosmas must promise the master of the 
house to have Anna back by ten o'clock. 


Anna clearly understands the indignity of her 
position; she is embarassed, tense, almost féarful. 
She reacts as any. human being would to the viola- 
tion of her most elemental right--the right to 
choose the persons with whom she will share her 
personality and the free moments of her life. She 
does not speak to Kosmas, and answers his questions 
with only the most peremptory replies. But there 
is something else that frightens her--she is also 
clearly aware of the possibilities of the moment, 
of this forced encounter between her and this 
strange man. But she is afraid that she may not 
be able to deal with the demands that these next 
few hours will make on her. Her problem is that 
she is a virgin--in her early twenties, but still a 


to the face of the old woman, Anna runs out and 2 
locks -herself up in her room. 


- She refuses to come out. Finally she allows her 
master to come in and speak to her. His first ques- 
tion is, "What has he done to you?" She looks at 
him blankly, overwhelmed by the extent of his in- 
discretion. -She replies, "Nothing." Her master 
asks if Kosmas had touched her, had compromised : 
her, had been dishonorable with her. He can't seem 
to understand that Kosmas is not the problem--that 
the problem is his own interference, his own indis- 
cretion at the expense of Anna's dignity. He con- 
cludes by assuring Anna that he'll never allow Kos- 
mas to go near her again, and by informing her that 
ee called her mother to come to Athens from her 
village. 


Anna just stares at him blankly; her life is in 
the hands of others. She makes up her mind to 
“leave--to leave all of this forever, definitively. 
It-is the only solution left that will keep her ° 
from a life of self-hatred. 


But her mother arrives and brings with her an | 
inescapable realization. Anna is condemned to a 
dual oppression--she- is a victim not only of her 
sex, but of her class. She is representative of 
all those young women in Greece who are given over 
to.a strange home because the families from which 
they come are so poor that the few resources at 
their disposal have to be carefully rattoned. 

After the-male children who are grown have left the 
village to become laborers in the major cities, or 
more often than not, have emigrated to the Greek ~- 
ghettoes of West Germany, Australia, or the United 
States, there is always one daughter (and many 
times more than one) who is given out as a servant 
both because she will be less of a strain on the 
family and because the tittle money she will earn 
in this fashion can be sent back to the village to 
supplement the family income. This_is Anna's so- 
cial position. Her mother, a quiet, almost invisi- 


. ble woman whose face is marked by the deprivation 


and defeat of her own life, comes to tell her that 
she should stay at least one more year. Her mother 
understands her--how could she not, in her gait and 
in the lines of her face we see Anna's tragedy anti- 
cipated--but if Anna could only be patient for one \ 
more year, her younger brother will be old enough 

to go out and start working. But now-he is still 
too young--he needs Anna's support. In the end 

Anna decides to stay “one more year," but we know 
that it will be much longer. Anna represents yet 
another dead generation of Greek youth and Greek 
womanhood. She decides to accept her mother's 
fate--a life of resignation and self-hatred. She 
decides to condemn herself to oblivion. The film 


SHOWING THE BEST Tm 
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much comparable to contemporary American feminism 
as it is to the campaigns over a century ago to 
abolish slavery in the United States, or, more 
exactly, serfdom in Russia. It is, to put it 
simply, a movement still at the first stage of de- 
velopment, having to. deal with a social condition 
that has not been known in the West--afid here I 
include the Eastern European countries--for at 
least fifty years. 


The Greece with which Voulgaris deals in THE EN- 
GAGEMENT OF ANNA is a land where a forty-year-old 
peasant woman will look sixty-five from working in 
the tobacco fields ten to sixteen hours a day from 
the-age of fifteen; a land where rather than “waste 
food" on a female child, twelve year old girls from 
poor families are literally indentured by their 
fathers to middle class households to act as ser- 
vants and to be well or ill treated at the discre- 
tion of the “master” and “madam” of the house; a 
land where the word for child, “pedhi,” is still, 
especially in the Countryside, applied only to male 
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ends as it began, with a panoramic shot of Athens 
as it awakens to yet another day. 


Voulgaris's film is a triumph of intelligence 
and compassion. It is at the same time a moving 
creation of individual tragedy, and a searing. in- 
gictment of the social and economic structure that 
is its basis. Voulgaris has illuminated precisely 
the extent to which an individual's life is not in — 
her own hands, but at the mercy of the entire cul- 
tural structure of which she is a part. Voulgaris 
is not at all interested in the portrayal of atom- 
ized individuals or acts and situations alienated 
from their roots and their environment. As a matter 


of fact, he does not believe that such atomization 


or alienation really exists. His concern is with 
human relationships in all their multiplicity; and 
with the societal structure by which these rela- 
tionships are influenced, transformed, and even 
created. He is an artist concerned with ‘subtle- 
ties and nuances, with all those seemingly insigni- 
ficant suggestions that are at the core of human 
action. 


And itis this sensibility that also explains 
his technique as a director. Every critic who has 
written on Voulgaris’s film has commented on its 
tone. THE ENGAGEMENT OF ANNA is an extremely quiet 
film. It is almost silent as it moves from event 
to event with the same certainty and rhythm as the 
passing of time. Its tone is soft, placid, and in- 
conspicuous. Despite its commitment, it is not a 


 baldly accusatory film. It presents us with al). 


the facts neéded so that we may make a judgment. “ 
But -its indignation is not a part of its method; it 
is a result of its solicitude and compassion. 

Though a profoundly revolutionary film, the key to 
its essential nature lies in its unassuming gentie- 
ness, in its demand that al} judgments be made 
peacefully and with restraint, with a generous 

heart and an immense good wilt. 


The one element that, more than any other, is 
responsible for the serenity of Voulgaris’s film is © 
the slowness of its pacing. Like DAYS OF 36, it is 
a film constructed on a passivity of motion. This 
unhurried pacing seems to be becoming the distinc- 
tive feature of the new Greek cinema. The only 
parallel really is to Antonioni--but whereas the 
slowness of Antonioni's films is the result of 
existential lethargy; of the internal definition 
and condition of his characters’ lives, the slow- 
ness of the new Greek fiims is external, environ- 
mental--it is a product of the Greek landscape it- 


Nashville 


--Michael Klein 


I was once a tool of oppression 
And as green as a sucker could be 
And monopolies banded together 
To beat a poor hayseed like me... 


Populist campaign song, 1890. 


Price of bread may worry some 
But it don’t worry me... 

Economy's depressed, not me... 
And you may say I ain't free 
But it don’t worry me. 


NASHVILLE, 1975. 


The NYC house critics have been unanimous in their 
praise of NASHVILLE and in viewing it as a satire 
upon the grotesqueries of “middle America." Even 
Irwin S#lber, writing in the Marxist weekly Guardian, 
has taken this tack in a review subtitled “country 
music unmasked." Silber praises the film for "cap- 
turing the mood of decay in America® today,"*finds 
the roots of the country music in the film in "the 
backward consciousness of a Southern white populism,” 
“a Ku Klux Klan mentality." Silber defines the film 
as a successful exposé of the business code of the 
country and western music industry, of "imperious 
superstars extolling the virtues of simplicity” and 
of “joyless sex (as) stepping stones to center stage 
or just rewards of stardom." Rex Reed, writing in 


self. Indeed, it appears to be a conscious attempt 
to ensure the integrity of the Greek film by plac- 
ing it in its authentic environment, in the midst 
of its country's heat and slowness of life. In all 
its aspects, the contemporary Greek cinema is in- 
tensely committed. to absolute fidelity to the real- 
ity of modern- Greek experience. It will not com- 
promise with. that commitment. And perhaps because 
of its authenticity and integrity it will be able 
to play a unique role in the cultural maturation of 
the country. It would be a role comparable, in its 
influence, significance and genius to that played 
by claSsical tragedy in Pericles's‘Athens--no less 
a task than the reflection of a people's spirit and 
the definition of their future. . ; 


. 


POSTSCRIPT: The THIASOS Affair 


A few days after writing this article I) learned 
of what has already come to be known in’Greece as 
the "THIASOS Affair.” (Theater Company) -is 
the title of Theo Angelopovlos's new film. Upon - 
completion it'was immediately chosen by. the Cannes 
festival as the official Greek entry. But when the 
film was screened for the Advisory Committee of the 
Greek Ministry of the Presidency (the Cabinet office 
that is the executive organ of the President) it was 
vetoed. Perhaps I should remind the reader that for 
a-film to officially compete at Cannes it must be 
sponsored by the government of the country it is to 
represent. -The Advisory Committee decided against 
the film on the grounds that it “one-Sidedly ex- 
presses the opinions of the extreme left." : 


The film. deals with the period 1939-1952, in 
other words, from the Second World War and the Re- 
sistance through the Greek Civil War and the fina) 
triumph of the Right. It is almost four hours long. 
Other than the above I can make no critical judg- 
ment, as I have not seen the film. But others have 
oe judgments and I would like to present them . 

re 


1. Festivals: In an unprecedented move, the 
governing committee at Cannes changed its by-laws 
to allow THEASOS to be shown in competition, and it 
was subsequently awarded the International Critics 
Prize as Best Film; a Special Prize for THIASOS at 
Taormina; an entire day dedicated to THIASOS at La 
Rochelle; a four-day event dedicated to Angelopou- 
los at the Venice Bienalle where, along with his 
three feature films, three other Greek films are to 
be- shown, among them THE ENGAGEMENT OF ANNA; and in 
addition, THIASOS was chosen-for the festivals of 


the Philadelphia Inquirer, also regards Altman's film 
as a satire, but finds it "vicious, malicious" and 
therefore anti-people: “what emerges. i$ a let's get 
the dumb slobs out there in the silent majority and 
blame them for everything. that's wrong with the 
country kind of movie." 


From these and other reviews one would think NASH- 
VILLE was scripted by Terry Southern from a novel by 
Jacqueline Susann, and directed by John Huston, On 
the contrary, NASHVILLE may very well be one of the 
best American films in the last twenty-five years. 

If so it is neither because it debunks the. country 
and western music industry, nor solely as a result 
of its many scenes of acute satire. 


NASHVILLE (in some respects like John Dos Passos’ 
novel USA) isa non-linear narrative montage about 
America that takes a sympathetic view of the people 
as victims of commercial capitalist-induced cultural 
dislocation: as the people's roots in a semi-subsist- 
ence (agrarian/small business} capitalist society 
are destroyed by the march of monopoly and finance, 
they are further oppressed by inversions ef humane 
personal values and idealized familial relations of 


the past. 


Dos Passos symbolized this by having an advertis- 
ing man pervert Emerson's “self-reliance” into a com- 
mercial for quack. “self-medication.” He portrayed 
the execution of Sacco and Vanzetti as a sacrifice 
"which would make the old words new," although at 


TUD 


Locarno, Berlin, London, Portugal, and Mexico. 


2. ‘Critics: Cahiers du Cinéma Ys to publish an 
“interview with Angelopoules; Positif .is to dedicate 
an entire issue to him; an Italian critic at Cannes 
--"In 1947 we had the discovery of Resselini, In 
1960, Antonioni. In 1975, the discovery of Angel- 
opoulos;" The critic of the Suddeutsehe Zeitung: 
(THIASOS is) a film that for post-junta Greece wilt 
gain the importance of Eisenstein'’s POTEMKIN for 
revolutionary Russia and Rosselini's OPEN CITY: for 
post-war Italy; The critic of the Frankfurter Rund-.. 
schau: "{Angelopoulos)- has. proven that he is one of 
the greatest (directors) in Europe;" The critic of 
the Tage-Spiel: “With every new film that Thodoros 
Angelopoulos makes it becomes increasingly clearer 
that there enters the history of the cinema a direc- 
tor that must be considered among the few great - 
talents." He goes: onto compare him to Godard and 
Orson Welles; Penelope Houston, writing in Sight 
and Sound: "Without ‘too much difficulty a line 
could be traced form Antonioni through Jancso in ~. 
the work of Theodor-Angelopoulos,° fast emerging as 


_ the Greek director to-wetch;" Richard Corliss, 


‘ 


American Dream 


writing in The Village Voiee: “Theo Angelopoulos’s 
*ACTORS' TRAVELS’ (sic) was of the most impor- 
tant films at Cannes, if only for the:political and — 
stylistic trends it embodied.” ; 


In Greece meanwhile the THIASOS affair has 
drowned the government in a tidal wave of protest 
from 4 disbelieving and disgusted public opinion. 
The question of THIASOS even reached the floor of 
Parliament. i 


As for Angelopoulos himself, he has kept a cool, 
if rightfully angry, perspective on the entir ' 
matter. In his words, . 


"With this manner the officals lost the oppor- 

tunity of an alibi and threw away the mask of 

supposed progressivism. In the entire affair — 

I am the only one who has profited. Or, if 

you want, it is the history of our land itself f 
that has profited. Because it is frightful ‘ 
that the ruling class stil} does not admit j z 
that a civil war occurred in Greece." 


Concerning his film, Angelopoulos says. simply, - 


"I made a Marxist film...It is a question of 
a film reflection on the history covering the : 


Now the only thing that remains is the film itself. 
Hopefully, it will come to the United States--soon- 
er, rather than later. 


the end of the mass protest meetings America "stood 

defeated." Altman is similarly ambiguous: the peo- 

ple’s need for the old communal values may be per- 

verted by proto-fascist demagogues, especially as ee 
they (and Altman) have little sense of the class 

basis of exploitation, interests and needs in soci- 

ety; however, their democratic ideals and a communai 

sense of endurance are strengths which the people 

still possess and which may contribute to renewal in 

the future. 


Altman communicates his vision of change in.Ameri- 
ca by a rhetorical style of reverse irony. .The film a 
begins as an acute and humorous satire of the surface ae 
reality of a decadent American “empire” (Altman's Sg 
term for the US in "It don't worry me,” the song that 
accompanies the opening credits). A cowboy singer 
records a song of praise to the-tradition of General 
Patton and Vietnam. There is a multiple car crash 
on the freeway--car crash as spectacle of commodity 
fetishism--more effective than Godard's sequence in oa 
WEEKEND, The huge neo-classical building in the 
heart of Nashville that is a symbol of the Republic 
is revealed to be a fake; even the original was a 
hollow plaster of paris facade. 


Altman's direction of the actors further contri- 
butes to the style of ironic Brechtian distance. Be- 
cause the cast was allowed to write some of their own 
lines and to improvise, they tend to perform with an 
exaggerated realism that approaches symbolic styliza- 
tion; this.is especially notable in the crowd scenes 
in which many of the minor performers act with an 
intensity equal to that of the major figures in the 
foreground, producing images that are a mixture of 
documentary and cabaret. 


However, aS NASHVILLE progresses, the rhetorical 
parody often negates itself: the conventions and cli- 
chés of the commercial culture are revealed as a dis- 
tortion of what in fact are legitimate human values 
and needs. Altman's main vehicle for this is a very : 
precise counterpointing of the main characters. Al- 
though we tend to be dislocated by Altman's paratac- 
tic cutting from character to character and story to 
story, the,method functions to convey the film's per- 
spective. In genera), figures of integrity are 
counterpointed to figures who reflect the decedence 
of Nashville. 


For example, a black restaurant worker is con- 
trasted to a black performer. who makes his way to 7 
success. singing imitation country style music. In Se 
one scene the restaurant worker heckles, "the goo-goo oe 
man of the hour,” accusing him of cultural prostitu- 
tion. Also, throughout the film he warns his white 
woman friend against the perils of the record indus- 
try she is trying to break into and comforts her 
after her star-climbing misadventures. Because of 
this, and because he comes across in simple human 
terms (that is neither as a liberal saint nor as a 
superfly avenger), the portrayal conveys a strong 
anti-racist statement. 


Another example is the neglected wife of a local 
promotion man, a mother of two deaf mute children. 
She is counterpointed to a James Taylor sort of rock 
singer and three of his casual pick-ups: the wife of 
his co-partner who is also a singer in the rock group; 
a groupie from California who flits around Nashville 
selfishly neglecting to visit a close relation who is 
dying of cancer in the hospital; a jet set reporter 
from the BBC who is doing a documentary about super- 
america and its fab celebrities. 


Early in the film we witness a very moving scene 
in which the mother talks in sign-language and half 
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phrases with her mute children. Later in the film, 
in bed with the rock star who has composed a song 
titled “I'm-Easy" especially for her (and another 
woman), she talks to him in sign-language, the lan- © 
guage of her mute children, the most important source 
Of love and giving in her lifes A few minutes later 
he orders another mistress by telephone, while she 
dresses to return to a marriage that is both a trap 
and a source of meaning. Mer plight echoes one of . 
the songs sung earlier in the film (an example of the 


way that cliched country and western music often re- . 
fracts real situations): “I‘can't leave my wife; there 


are three reasons why/ Jimmy and Kathy and sweet 
Loreli.” 


It is significant that a tine from one of the old 
style love lament songs--“It's that careless disre- 
spect"--negates the rock singer's “I'm Easy” contem- - 
tuous treatment of women. It is sung by Barbara 
Jean, a farm girl who has become a star singer; she 
is the main representative of value in.NASHVILLE, a 
factor that has been generally overlooked by the 

. many critics who have praised Ronee Blakley's per- 
formance and singing but have neglected to inquire — 
into its meaning. — 


While Barbara. Jean is the central figure inxthe 
film, and as such is set in relation to most of the 
‘other characters, two are placed in especially inter- 
esting counterpoint: Connie White, her new rival who 
performg country ballads in the new sleek style; a 
young cafeteria waitress who carefully attempts to 
copy Barbara Jean's manner, however, is a pathetic | 
parody, for she sings not from Barbara Jean's social 
and personal experience but mérely from emulation and 


a desire to. find happiness by entering the star world 


of the modern American dream. .We discover that there 
is a quality beyond technique that creates an affin- 
ity between the real singer and her. audience--she 
reflects their experience and submerged longings. 


Early-in the film we view Barbara Jean's arrival 
at the Nashville airport. It is the sort of lyrical | 
scene that Raoul Coutard excelled at: a long shot of 
an airplane landing, the main character emerges and 
walks swiftly across the screen. Only in NASHVILLE 
the image has depth and isn't planimetric: as the 
scene develops, another plane arrives in the back- 
ground, at an angle to the first. Then the camera 
pulls back and situates her arrival within the. social 
spectacle: Barbara Jean returns to Opryland after 
convalescing from a serious accident, . However, in 

_ the middle of the hoopla and promotion she collapses, 
a small figure in the midst of the crowd. The osten- 
sible reason is strain,. frailty of personality. 


But it is more than this. She is class-split and 
culturally dislocated. A farmer's daughter has be- 
come a star singing songs from her childhood culture; 
an art rooted in the values of an idealized agrarian 
society is now archaically situated in a spectacle of 

_ commercial decadence. No-wonder she cracks up. 


When I fell my life vanishing 

Like waves upon the sand, 

With nothing to replace it but invention, 
So I make my. rhymes and sing. my. song, 
Still they don't understand. 


~—~—$he stands on the stage interrupting her songs with 
-tales about the past. It begins as conventional 
patter, but soon something is wrong. Barbara Jean 
stops singing and starts to talk about her grand- 
mother's false teeth, and her Wizard of 0z childhood 
(the millennium somewhere over the rainbow). Nobody 
--the audience, the band, even Barbara Jean--under- 
stands what is taking place although it has been 
prefigured in her songs. Her alfenation is both a 
personal and-a social tragedy. 


Momma and Daddy raised me with love and care, 

They sacrificed so that I could have a better . 
share, 

They fed me and nursed me 

And sent me to school, 

Momma taught me-how to sing 

Daddy lived the golden rule... 


Nashville 


She sings not only of a lost past but of a past 
that has been idealized, and as such represents a 
utopian wish for something better than the present 
social system and culture. It is true that neither 
Barbara Jean nor Altman makes as explicit a dialecti- 
cal connection between the old collective. familial 
values and future social. change as, for example 
George Jackson did in the prison letters that were 
written to his father, 


No one believes me when I tell them you never 
went to a night club or finger-poppers party 
during the twenty years that .I remember. 
don't think any man in the US would have re- 
acted as you did concerning that incident 
with the Hudson car, fixing it with your 
hands and driving it for five years in that 
condition...I think I see the larger histori- 
cal concept in its full detail. The obliga- 
tion you felt toward us I feel toward history. 


Soledad Brother, p. 98. 


However, it is this need for social connection to 
which Barbara Jean's alienated, atomized audience 
responds, however mystified and idealist the expres- 
sion. The source of her great popularity, and of the 
music the film reflects in other scenes, i$ expres- 
sion of contemporary pain and projection of a fami- 
liar utopian ideal in common terms: "And I know there 
must be something someplace and some way to live/ So 
just help me keep from sliding down some more." 


In the final. scene of the film Barbara Jean is 
“shot by an assaSsin who was awaiting the arrival of 
the candidate at.a concern at which she is appearing. 
As the crowd is at the point of panic one of the 
minor characters in the film, a figure out of God's 
Little Acre who has come to Nashville in quest of 
stardom, walks onto the stage and begins to sing. 
The crowd joins in and disorder is averted. 


One the one hand the ritual-like death of Barbara 
Jean is not in any immediate sense a scene of renewal. 
The song that is sung--"It don't bother me"--is a far 
cry from either the utopian laments of contemporary 
country music, or the Populist radical ballads of a 
preceding generation. On the surface level it is 


Buying Nashville 


--Steven Abrahams 


There is so much “information” about characters 
and life-styles in Robert Altman's new film, NASH- 
VILLE, that the temptation is to accept the film 
only on its own most apparent terms--as brief de- 
scriptive fragments of a larger system which. is 
never made.manifest.. With-most films, that system 

‘is largely identifiable with the politics of studio, 
producer, director, and screenwriter, or some com- 
bination thereof. With Altman's films, however, 

~ ‘the determination of critical perspective is compli- 
cated by the fact that his material often remains 
on the level of its characters, and rarely rises to 
the level of statement, where ideology is more ap- 
parent. Certain earlier Altman films ease this 
djlemma by functioning as-parody (BREWSTER McCLOUD) 
or as descriptions of marginal sub-cultures (CALI- 
FORNIA SPLIT). NASHVILLE, though,’ is not a simple 
parody of its subject, and its concerns can hardly 
be dismissed as marginal. The questions to which 
the film points--the nature of popular art, the re- 
lation of culture to politics, and that of performer 
to audience--are vital for critics of popular cul- 
ture and require that this film be pieced back toge- 
ther so that Altman's work may be politically evalu- 
ated with respect to both form and content. 


Altman's statement in NASHVILLE is complicated 
by the formal structure of the film, his: much-ac- 
Claimed development .of twenty-four characters 
through overlapping sub-plots. The potential ad- 

vantages in challenging traditional film narrative 
are numerous; and this multi-character structure-- 
by eliminating the focus on two or three main char- 
acters--facilitates the presentation of reality as 
interpretive, conflicting experiences. As in Mar- 
cel Ophuls' THE SORROW AND THE PITY, this structure 
can highlight the political context of an historical 
moment by presenting many interpretations in con- 
flict with one another. The difficulty with NASH- 
VILLE is that Altman's commitment is neither to. so- 
_cial documentation nor to melodramatic contrivance. 
The film's structure allows for.an unevenness in 
which the characterizations range from believable, 


sympathetic portrayals to broad caricatures (such 
as Geraldine Chaplin's "Opal from the BBC"). In 
thus allowing actors. and actresses some measure of 
control in the interpretation of their characters, 
Altman's process taps new sources of creativity, at 
the same time as it obscures the film's overall in- 
tentions. Are we meant to see the characters in 
relation to their roles in the world of music and 
politics, or do we cheer the performers? Clearly 
Altman tries for both goals, but his commitment .is 
ultimately more to entertainment than to analysis. 


The opening sequence of the film--the presenta- 
tion of all the characters as products for our con- 
sumption (a mocking advertisement for the film) and 
the recording session with Haven Hamilton (Henry 
Gibson)--give insight into the idea of art as pro- 
duct, Increasingly, though, the film builds on 
melodrama, which encourages identification with the 
characters and. the perception of their music as 
personal expression. This confiict--between art as 
product, and art as personal expression--is a focal 
one for mass culture, both film and music; and — 
NASHVILLE's attempt to give some analysis of the 
culture and also to cash in on the audience's ten- 
dency to love the performers and to buy their art. 
In the film's final scene, we are swayed from one 
emotion to another--from the triumphant performance 
of Barbara Jean. (Ronee Blakely). to the assassination 
and finally to the charismatic rendition of “It 
Don't Worry Me." The final triumph over adversity 
is an emotional catharsis for the audience, and all 
insight into this politically loaded situation is 
drowned in the emotion. Those final moments of 
NASHVILLE provide important clues about Altman's 
priorities and his ideas about art and politics. 


For Altman, the successful performer is one who, 
through the performance, transcends the concreteness 
of the moment, such as personal problems and dis- 
tance from audience. The music which results may 


- be a song about everyday, ordinary reality (as in 


most country and western music); but, it is impor- 
tant to recognize that it is a song about the every- 
day, sung by a star who is performing for an audi- 


bleak satire: passive acceptance of economic exploi-_ 
tation and cultural oppression, an ironic hymn to a 
spurious sense of individual freedom--an atomized 
internalization of the American empire. As the cam- 
era cranes back we see that both the people and the 
business elements behind the proto-fascist campaign 
have joined in the song. ’ 


Cause in my empire life is sweet... 
And life may be a one way street, 
But it don't worry me. 


One aspect of the final image (perhaps primary) 
points sadly toward present dangers of incipient 
fascism. However, the intensity of the final scene 
arises from the interplay of this sense of immola- 
tion with another quality. When Barbara Jean is 
shot, her co-singer Haven Hamilton is wounded. 
Nevertheless he rises to the occasion, calls to the 
crowd to keep calm and asks for a song. Suddenly a 
person we have caught a glimpse of trying to escape 
from a dirt farm life comes out of the wings and a 
new folk star is born, all tears and torn stockings. 
As she sings, the camera pans bringing many of the 
characters of the film into spatial connection. The 
song is taken up by a black gospel choir, and soon 
the whole community joins in. 


When she breaks off singing to say "dead people 
is free from pain y'know," we respond with compassion. 
For “It don't worry me" isn't sung lightly and ironi- 
cally as it was over the credits at the start of the 
film. It is now sung with pathos in blues style as 
a sad acknowledgement of social problems and personal 
pain, as well as an attempt by denial to escape from 
the fear and the pain. As the people in the crowd 


join in, a-potential source of strength is revealed. 


in opposition to the surface words of the song. 
There is a possibility that the hopes, ideals and 
resources of the people that are being corrupted by 
present society might be a harbinger of the future. 
We are left with the contradiction, and also with a 
renewed sense that the needs of the people may only 
be truly fulfilled by negation of the social system 
that has (in Marx's words) “torn asunder" human con- 
nections and values. 
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ence. In NASHVILLE, the real Stars make these. 
transformations so effortlessly that we accept them 
as people singing about their lives. Barbara Jean 
sings from her soul, and her music inspires love «- 
and hate as if she were truly intimate with her — 
fans. She falls apart between ‘songs--when her emo- 
tional problems overwhelm-her, and the audience 
loses sympathy for her. ._ The character of Tom 
(Keith Carradine) on- and off-stage reflects this 
-same definition of the successful performer. We 
are clued as to how he uses his music for purposes 
of seduction, as something he creates (a product) 
for selfish gain. Nevertheless, in his night-club 
performance of "I'm Easy", he becomes transformed 
into a man singing a love song to a woman who has 
come to see him. Finally, when Albuquerque (Barbara 
Harris) sings "It Don't Worry Me," we know she is 
destined to be the new star, for she is transformed 
from a frazzled, inarticulate runaway wife into a 
performer who comes to life and makes personal con- 
tact with the audience. 


The issue is not whether performers do, in fact, 
make personal contact with their audience and sing 
songs (or act parts) which draw on. personal experi- 
ence. Of course they do, and part of a successful 

_ (non-Brechtian) performance is built on the illusion 
of personal contact between artist and audience. 
But that aspect of art, the personal expression, is 
only a half-truth, especially.regarding mass cul- 
tural forms like country music and the narrative 
film. The other truth, the larger truth, defines 
art also as a commodity; and the complexity and con- 
fusion of NASHVILLE stem from the fact that Altman 
has glimpsed but shied away from this larger truth. 
If we ultimately perceive the film's stars as strug- 
gling individuals, we lose the focus on the struc- 
ture of the Nashville music industry, which has 
certain parallels with Altman's position as a film- 
maker. 


A relatively independent filmmaker whose films 
(other than M.ALS.H.) have not been large financial 
successes, Altman js treated critically as an art- 
ist with minimal commercial concerns. NASHVILLE, 
though, is a turning point, especially considering 
the film's elaborate plan of distribution (prime. 


Dead Pigeon 
on Beethoven Street 


Fuller’s 
P assi 


--Ernest Larsen 


Sam Fuller's most recent film, DEAD - 
PIGEON ON BEETHOVEN STREET, nominally a de- 
tective film, is not very widely released, 
but wherever it surfaces it's worth taking 
pains to see it. Two of the most recent de- 
tective films, CHINATOWN and THE LONG GOODBYE, 
conceal within a more-or-less politicized 
plot-line an attitude toward contemporary 
society which it might be appealing to cal} 
nihilistic (if one were to recall the Russian 
rather than the Latin roots of this word), 
but to be ‘accurate must be described as pas- 
sively despairing. To the contrary, DEAD 
PIGEON is truly destructive. By that I mean 
it takes an aggressive not reflective stance 
toward the organization of society. With 
extraordinary energy and some naivete, Fuller 
sees all forms of social contro] as- paper 
tigers, and, to that extent, DEAD PIGEON is 
liberating, even if it is still held in bond- 
age to an ideology which in its full-blown 
form is not, as with the scenarists and di- 
rectors of the other two films, fashionably 
liberal, but fascistic. 


Fuller, as a devotee of Hobbesian dog-eat- 
dog-ism, is repellent, an example of.al] ‘that 
is most decidedly macho in Western culture. 
But Fuller. as passionate anarchist, as de- 
Stroyer of all. the cozy taboos of American 
society (see THE NAKED KISS, SHOCK CORRIDOR, 
and UNDERWORLD U.S.A.) exists almost alone _ 
among Hollywood directors with a perception 
of the direct line that runs from the per- 
sonal to the social. (It must be remembered, 
for example, that Fuller gave Bogdanovich the 
idea-for TARGETS.) In accordance with this 
deep contradiction, DEAD PIGEON-is as schizo- 
phrenic as American society itself--but the 
movie is a relief because it treats its sub- 
ject, a worldwide political blackmailing 
scheme being investigated in Europe by an 
American detective, as ferociously ludicrous. 
It takes real perversity to stage a gunfight, 
as Fuller does, over the heads of sweet inno- 
cent babies, with bullets flying in a mater- 
nity werd. 


Unlike the heroes of CHINATOWN and THE 
LONG GOODBYE who merely sport the veneer of 
cynicism, DEAD PIGEON's detective hero, 
played by Gary Lockwood with offensive stolid- 
ity, is almost without moral stature. He for- 
feits our sympathy:early on by drugging and . 
entrapping with a phony sex-photo a female 
member ofthe blackmailing ring, and soon 
makes his way into the gang as an expert . 
blackmailer; Shades of morality classically 
maintained in:all detective films (and: novels) 

-between the detective and bad guys are here ~ 


Anarchism 


coverage in major magazines, concurrent sound track 
sales) and the future film projects which Altman 
has lined up (with the- financial backing of Dino de 
Laurentis). tikewise, country and western music is 
making important changes from its mythic definition 
as the undiluted expression of the common ian to a 
recognition/of the growth’of the Nashvilve music 
industry. In fact, there has always been a power-- 
ful commercial aspect to the music of Nashville; 
WSM (the radio station which broadeasts the Grand 
Ole Opry to millions of listeners). stands for "We 
Shield Millions" and has been a profitable enter- 
prise for the. National LIfe and Accident Insurance 
Company. The new Opryland, which is seen in Alt- 
man's film, is a $40 million complex with televi- 
sion facilities and reflects the gloss and sophis- 
tication which accompanies the industry's phenomenal 
growth. ~ The danger for the audience is the percep- 
tion of this art, whether Altman's films or Nash- 


* ville's music, as somehow transcendent over commer- 


cial facts, as art which is not a commodity.- The 
film NASHVILLE begins to deal explicitly with the 
economic contest of its characters, but it ultimate- 
ly reinforces popular myths about performers as a- 
political, non-commercial artists. 


In relation to the politics of the performers in 
his film, Altman is aware of the artist's classic | 
denial of interest in politics: 


Lady Pearl: "We never let Haven Hamilton take 
sides politically." 


Bill: don’t care about politics." 

Tom: "I don't vote for nobody fér Presi- 
dent." 

Barnet: “No politics. No governments. No 
nothing.". 


By situating these comments in a Presidential cam- 
paign which draws these performers into participa- 


smudged beyond recognition. In the develop- 
ment of the plot we see one diplomat after 
another entrapped by Lockwood and the female 
gang member--while they gradually fall in 
love, as if they were living in an idyll. 
True to Fuller's mangled classicism, Lockwood 
eventually kills her and the-movie ends where 
it began on Beethoven St., apparently the 
last ditch of the European graveyard. 


Fuller's conscious manipulation of the 
techniques of bourgeois representation con- 
stitutes a critique of those techniques--both 
in content and in form. For example, at the 
end of the film, the hero confronts the ring- 
leader who happens to be a fencing master in 
his office, the walls of which are lined with 
foils and swords. The spectator of the bour- 
geois entertainment has a right to expect 
chills and spills. Furthermore, anyone who's 
seen a Fuller film knows that he's better at 
staging action sequences than almost any 
Hollywood director. But Fuller denies his 
audience the romantic or sadod-masochistic 
pleasure of the fight. Instead the two men 
engage in a grueling duel which soon veers 
off into the bizarre as the detective hurls 
one sword.after another at the ringleader 
without killing him. Nearly bereft of psy- 
chological realism, this scene instead ex- 
plores another reality: a reality in which 
fear and death are not theatrical conventions 
to be exploited for our edification. 


Another example. Fuller sets up a series 
of equivalencies in which, first, the hero is 
made to engage in precisely the same corrupt 
activity as the blackmailers, the sex-photo. 
scheme, and then, the politicians who are 
the blackmail victims (and who with typical 
Fullerian nasty proto-anarchism, include an 
American Senator who just happens to resemble 
Ted Kennedy, an African diplomat who wishes 
.to uphold his dignity, a Communist Chinese 
diplomat whois entranced by Western hard- 


ware, and a French diplomat who is delighted: 


by the blackmail with the expectation, that it 
should enhance his image) al) in one way or 
another acquiesce to the supposed immorality 
of the scheme. The cartoon treatment of 
these equivalencies reveals a similar set of 
equivalencies of the level of ideas between 
sex, politics, and money. The characters are 
not recognizable as people but as mediums of 
exchange, and attain the status of commodi- 
ties, in Fuller*s use of rapid plotting. 


Uniting these equivalencies is the con- 
sistent: implicit and explicit prominence of 
voyeurism as an aspect of the behavior of all 
the characters, whether blackmailed or black- 
mailer. What has really been detailed in. 


- ans. The campaign is essentially populist in na- 


_ cise in treachery. 


JUMP CUT No. 9 


tion, Altman presents thése denials as myopic and 
ineffectual. Yet beyond seeing through the -charac~ 
Aets' protests, the film audience never sees the 
broad.reality of the political campaign either. 

The candidate, Hal Philip Walker’, is never~seen; 
rather he is heard presenting his plat form through 
campaign vans to non-listening.driyers and pedestri- 


ture, full of appeals to the common man's sense of 
frustration with the system of taxes, manipulation 
by lawyers, rising prices, and even the meaningless- 
ness of the National Anthem, John Triplette (Mi- 
Chael Murphy), the front man for the candidate,’ 
sells his man to everyone as if it were not a ques- 
tion of politics, just good common sense and show 
business acumen. If Walker is a candidate model ed 
after George Wallace, Altman has avoided presenting 
the "harder" issues of. racism and foreign policy. 
We, ‘too, are forced into a’kind of myopia in which 
fragments of common sense are substituted for is- — 
sues; and, the final political rally is just anoth- 
er concert with the hint of something larger in the 
‘ominous black limousines and the huge, billowing 
American flag. 


The politics of NASHVILLE are, finally, discern-- - 
able in the fim's formal structure. With twenty- 
four characters, a variety of sub-plots, and multi- 
ple sound tracks, Altman situates the viewer in a 
complex world, seemingly without a coherent. politi- 
cal perspective. We must locate the film's politics 
both in this absence of a broad political arialysis 
and in the presented level of the text. On-the 
level of the text. itself, Altman presents a conmer- 
cial art which is more self-expressive than product- 
related and a pelitical campaign which is more com- : 
mon sensical than issue-oriented. Because there is 
no consistent attempt at parody or analysis, NASH- 
VILLE leaves us on an experiential level where myths 
and half-truths about popular culture are reinforced 
rather than systematically challenged. o 


this tawdry, inconsistent. and unbelievable 
plot (values unacceptable in-good bourgeois 
art) is the mechanism of passivity in which 
all are implicated by the camera, both the 
blackmail camera and Fuller's camera. The - 
repetition of the blackmail allows that 
mechanism to be detailed since the act in 
question throughout, the act of sex, is never 
performed. : 


One sequence has the hero watching Hawks’ 
RIO BRAVO dubbed in German in a German the- 
ater--meanwhile we, the American audience, 
are watching an American film made in Germany. 
Even aside from the ironies of cultural dis- 
solution, the ironies of this simple--even 
simp!eminded--comic situation are enormous. 
Fuller, with his unerringly insane insight, 
is perfecting a critique, the ultimate direc- 
tion of which reveals that as passive parti- 
cipants in the spectacle we could eventually 
be led to watching ourselves watch ourselves, 
a deadly reconciliation of total isolation 
with total social integration.: The limiting 
factor of this critique is his extreme indi- 
vidualism in which all human combinations. are 
seen as forms of blackmail. 


Fuller is usually designated by auteurists 
as Visually potent but intellectually under- 
equipped. His ideas are in fact very simple, 
as with all ideologues. But as I have hoped 
to demonstrate the relationships between 
those ideas are far from simple; not far, in 
fact, from situationist theory. The test of 
consciousness is coherence, either articu- 
lated or in-action. Fuller does have a d 
trashy mind but any less resourceful director 
would have been impressed enough by the re- 
sources of the bourgeois art product to learn 
to make a wholly convincing work of art. In- 
stead his films'increasingly suggest that 
they are only films and don't attempt to live 
up to the Hollywood standard--either the act- 
ing is bad or the dialogue is cliché-ridden 
or both. In DEAD PIGEON, Fuller's wife, 
Christa Lang, plays her semi-conventional 
prostitute's role,with exquisite self-mockery, 
of the kind which intimates too much respect 
for the nuances of daily (real) life to allow 
the audience to be taken in by mere acting. 
As an example of Fuller's playful approach to 
the demands of convention, when Lockwood asks 
Lang why she became a prostitute and -black-’ 
mailer, Fuller doesn't bother to supply heavy 
motivation or even believable motivation. 
Instead Lang says, "I always wanted to act." 
Similarly, when as bourgeois plot-conventton 
demands, the detective and the bad girl must 
(appear to) fall in love, the scene as Fuller 
‘allows it to happen is patently ludicrous. 
The pair can barely pretend interest in each 
other, let alone commit that ‘Hollywood exer- 


In this film, perhaps with less intensity, 
but with as much spécificity.as in several 
earlier films, Fuller is ablé to provide a 
denunciation of the mechanics of i1}usion 
that blackmail the spectator into accepting ° 
the exciting or merely pleasant nonsense that 
flickers across the flat surface of the — - 
screen, 
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JUMP CUT“No. 9 


~-E. Ann Kaplan 


A study of Sheila Paige's WOMEN’S HAPPYTIME COM~ 
MUNE provides an opportunity to survey the kinds of 
films women. have been making since. the resurgence of 
the women's movement in the late ‘69's, People are 
now ready for analysis.of the practical, theoretical 
‘and methodological problems of making feminist films 
and of developing a concept of feminist cinema. As 
a contribution to discussion about women's films and 
in order to place Paige's film in its proper context, 
I will explore the various sorts of movies women have 
made and analyze the assumptions underlying their 
work, 


? The present. women's movement is unique histori- 
cally in the emphasis that has been placed on women's 
art and women's culture generally. Interest in films 
by and about women began in 1969 as part of the larg- 
er focus On women's creative activity, and on analy- 
sis of women in art and specifically in the media, 
The reasons for this emphasis need thorough analy- 
sis, but probably they have to do with the forms the 
women's movement took in general, particularly con- 
sciousness raising with its. emphasis on personal ex- 


pression, and with the influence of the '60's counter- 


culture, 


The same reasons that.lead to the interest in wo- 
men's art ‘may in "part -account: for the fermethat has 
predominated in‘ womén‘’s films. .Nearly all are what . 
we may loosely call cinema verite.1 Subjects are 
selected and then, sometimes with prompting from 


interviewers off camera, talk about their experiences, 


looking directly at the camera or speaking as they go 
about tasks in their home or work. Camera work, 
sound and editing are aimed at rendering everything 
in as realistic a light as possible. Cameras are set 
up in people's homes or in their local communities 

so that we get the feeling of the natural environ- 
ment. Sometimes the sound track from an interview 
is played over shots of the women: going about their 
tasks: occasionally, there is a commentary by the 
filmmakers as voice over. The basic form is women 
describing their personal experiences, their con- 
flicts (both growing up and in their daily lives) 

and their understanding of how their situation all 
came about (JANIE'S JANIE, GROWING UP. FEMALE, THE 


WOMEN'S FILM). 


In this form, the filmmaker is in the background, 
Obviously, her perspective enters in the selection 
of subjects in the first place (i.e., middle. class 
or. working class women, politically involved women 
or non-political -women, women with conflicts between 
work and home/children, those with conflicts in mar- 
riage/love,. those with specific identity problems or 
women whose main struggle is around organizing other 
women), and in the editing of her material. The 
selection of ‘what to show, out of all the possible 
aspects of any woman's life, is determined by thé 
overall purpose of the film as the director conceives 
it. ‘Women who are political, in the sense of having 
a class analysis of society and believing that organ- 
izing working women is a strategy for social change, 
view ‘their films as propaganda or organizing tools. 
They hope to raise the consciousness of middle class 
women seeing films about working women, and to show 
working women, hesitant about joining a struggle, 
images of the possibilities for change. Geri Ashur's 
JANIE"S JANIE is a.good example of this kind of film. 

* Made in the Ironbound district of Newark, the film 
focuses on the personal history of Janie and the way 
that sfie came to see the need for organizing against 
a system that oppressed her at every turn-~because 
she. was poor, divorced and a woman. The analysis of 
women's oppression in capitalism all comes from 
Janie herself, although one has a sense of her in- 

. volvement. in the larger working class project in the 
Ironbound district in the sometimes too pat explana- 
tions that she gives (the project is not referred to 
explicitly in the film). Newsreel's THE WOMEN'S FILM, 
Madeline Anderson's I AM SOMEBODY (about a hospital 
workers' strike), and ANGELA: LIKE IT IS would all 
fall into the same category of explicitly political 
films in the cinema verite style. 


Women who come to the feminist movement from a . 
position other than a claus analysis of society in 
the traditional sense, select middle class women _ 
like themsleves (their friends as in: Kate Millet's 
-THREE. LIVES and the Twin City Media Collective's 


. CONTINUOUS WOMAN) 2.or mdke films of their own strug- 


gles (e.g., HOME MOVIE, JOYCE AT 34, NANA, MOM AND 
ME).2 ‘The focus is on the particular. conflicts 

these women faced, whatever they might be, but the 
underlying assumption is that the conflicts are part 
of the way society views women, the roles society 
forces on women, the difficulty for women to be ful- 
. filled in this kind of society with its particular 
ideas of the nuclear family and the subordinate posi- 
tion of women. ‘The directors of these films differ 
from those of the first group in that they do not 

see their films as “organizing tools.” They certain- 
ly want to speak.to women with similar conflicts and 
problems, to show-them.that they are hot alone in 
their struggles, to give them the courage to combat 
their sense of inferiority and find fulfillment, but 
their main end is description rather than evoking 
feelings of solidarity for. social change. 


Both groups of films serve importaht although dif- 
fering functions, and reflect in their diversity of 
orientation as well as in their similarity of form 
the stage of the women’s movement over the past four 
years. All the films, in varying degrees, function 
as alternative or counter-cinema, both in terms of 
the economic base and of formal intervention. To 
begin with the economic base: the form of the movies 
is partly conditioned by the exclusion of women from 
commercial filmmaking and from learning the skills 
required in film production, Women-have set ug film 
colldctives, where the few-women who already have the 
skills teach others who would otherwise’ have nd op- 
portunity to learn them, Films are often collective- 
ly made, with all the compromises and, time delays 
that this method of working involves. Women's movies 
are thus often as valuable in terms of the process of 
making them .as for the products that result. Their 
sometimes non-professional aspect follows from the 
conditions of their production, In addition, women's 


movies fall outside the commercial network of movie 
making. Since their themes are, in terms of mass 
audience, not popular, women cannot get funding’ for 
their work. For the same reasons, the films cannot 
be shown-in the regular circuits, The cinema verite 
style is appropriate for these conditions: it is a 
relatively cheap form of filmmaking, requiring mini- 
mum equipment, no. sets, no actors, and a small crew 
who are not paid, but volunteer their services out 
of commitment to the cause. 


The form is also. a result of a deliberate attempt 
at cinematic intervention. Firstly, showing real 
women on the screen is, itself, revolutionary, con- 
ditioned as we are to the idealized, fantasy images 
of the commercial cinema, (One could argue that this 
kind of intervention is more radical in a film Like 
JANIE'S JANIE than in JOYCE AT 34, since Janie goes 
against all our media images of women in her style of 
living and goals in life; Joyce and her husband in 
both looks, goals, attitudes and values are thorough- 
ly bourgeois, albeit that their attempt at a new 
domestic situation does involve struggle with the 
conventional idea of the nuclear family.4 Secondly, 
the kind of documentary women are making is the anti- 
thesis of those awful “educational” films people saw 
in high school, where a condescending narrator takes 
us through a pattern where the teenager does some- 
thing “wrong” (i.e., against the social norms), and 
gradually “reformed" (i.e., made to conform to ex- 
pected behavior). ‘In the cinema verite films, the 
women speak for themselves, out of their own experi- 
ence, without the mediation of commercial interests 
or patriarchal ideology. 


British feminist filemakers view intervention 
rather differently. Intervention to them means in- 
terrogating the whole notion of realism in the cinema, 
They do not believe that one can “actually apprehend 
the message...in some direct way. This idea is what 
we're deliberately. trying to work against."5. They 
consider cinema verite films to encourage passivity 
and to have little effect on audiences, Sich’ films 
“don't do ahy work in terms of presenting ideas or — 
actually engaging with the audience at any level." 
They are interested in moving. in the direction of 
entertainment films of a Brechtian kind, believing 
that “the idea that entertainment and politics don't 


go together is absurd."© -Claire Johnston claims that 


“the ‘truth’ of our oppression cannot be ‘captured’ 


Lougherty, Roberta Hodes, Sheita Paige, WOMEN’S HAPPYTIME COMMUNE 


on celluloid with the ‘innocence’: of the camera."7 
She calls cinema verite or documentary films “the 
cinema of non-intervention," and argues that they 
are dangerous because they “promote *gascive sub- 
jectivity atthe expense of analysis." In a strong 
statement, Claire Johnston asserts that "Any revolu- 
tionary must challenge the depiction of reality; it 
is not enough to discuss oppression of women within 
the text of the film: the language of the cinema/ 
depiction of reality must also be interrogated, so ~ 
that a break between ideology and text is effected.” 
‘In their later critical essays on Raoul Walsh and 
Dorothy Arzner,!°, Johnston and Pam Cook have tried 
to develop a critical methodology for showing how 
women have been treated within patriarchal Hollywood 
cinema. The London Women's Film Group (to which 
‘Johnston belongs) have attempted in their film, THE 
AMAZING EQUAL PAY. SHOW to raise the problem of real- 
‘ism within the film itself and to show the processes 
by which women are manipulated into doing what is 
“against their interests in capitalism. They reworked 
a very Brechtian script written and performed before 
by a theater group, and see their decision to use it 
as significant. The script is “based on notions of 
an epic theater and is an extraordinarily didactic 
parody >of male chauvinist notions in unions and male 
chauvinism in the media,*11 


The position of the British group reflects basic 
characteristics of a radical (and minority) element 
in British political and intellectual life, that in 
turn have affected the form and style of the British 
women's movement. ‘The influences include British: 
leftist thinking about culture, and recently certain 
strands in French, German and Ruséian intellectual 
life--in France, Roland Barthes, Lévi-Strauss, the 
Cahtere du cinéma group, and, in terms of film prac- 
tice, the recent Godard; in Germany, Brecht, and in 
Russia the formalists, particularly Todorov and 
Shlovsky. There is in addition a strong Freudian 
influence, especially as Freud has been re-interpret- 
ed by a French psychoanalyst, Jacques Lacan, whose 
work has been propagated in England. by: Anthony 
Wilden, Ina similar way, the form and style of U.S. 
women's films reflect American intellectual and poli- 
tical traditions that influenced the shape of the 
women's movement here. British feminists tend to be 
organized into emall, sectarian groups, each with a 
closely reasoned political position that is Linked 

‘te leftist traditions in England that existed long 
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Filming THE AMAZING EQUAL PAY SHOW 


before the women’s movement. As Juliet Mitchell has 
shown,!2 the American women's Movement was strongly 
influenced by the student and black movements of the 
"60's and by the trends of the counterculture. . The 
consciousness raising structure that was so wide- 
spread here dramatically influenced the American 
struggle to integrate personal lives with political 
beliefs. This stress on "the personal is political"- 
lead to a redefinition of politics, rendering the 
traditional leftist categories and systems inadequate. 
When women talk about their oppression and personal 
conflicts, they are, from an American point of view, 
discussing issues with implicit political implica- 
tions and dimensions. American women tried to gene- 
Yate their politics out of their personal experience. 
There is, thus, emphasis on personal reality in our 
films, in contrast to taking an already defined poli-. 
tical form--Marxism, Maoism, various forms of social- 
ism--and giving these systems a feminist dimension. 
This is‘one reason why the American movement and most 
of the women's films here have dealt with middle 
class rather than working class women. Since the 
movement was a middle class phenomenon to begin with, - 
and since women were beginning with themselves, the 
middle class became the focus; in Europe, where 
women's movements took place within defined leftist 
groups, working class women were generally focussed 
on both in actions and in movies.43 


Both approaches to filmmaking and to developing a 
women's movement have their advantages and disadvan- 
tages. One danger of the American cinema verite'mo- . 
view is that they only speak to the already committed. 
Working class women are often not moved by films that. 
detail lives they know only too well, and they respond 
more to a film like Francine Winham's PUT YOURSELF IN 
MY PLACE, which is a comic: parody’ of sex roles, But 
the cinema verite films have been useful in the class- 
room: students are often moved by learning about the 
plight of working class women whose lives they have 
never really tried to imagine. The cinema verite 
films about middle class women provoke lively discus- 
sion about issues that middle class students face in 
their futures, particularly in relation to marviage, 
family and careers. The abstract avant-garde or ex- 
perimental films like PENTHESILEA often leave stu- 
dents confused, despite their value as new departures 
in filmmaking and as confronting basic aspects of 
cinema that are important for women (e.g., voyeurism, 
identification). It remains to be seén what response 
films like THE AMAZING EQUAL PAY SHOW, Michelle Cit- 
ron's SELF-DEFENSE and the Berwick Collective's 
CLEANING WOMEN, which combine avant garde and innova- 
tive attitudes to cinema with a specifically politi- 
cal orientation, will evoke. What is certainly true 
is that we need ways of reaching women heavily satu- 
rated with mass media plots, styles, values and 
images, to the extent that they have accepted this 
pseudo-reality as “public and official *"reality’."14 


With this background, we are ready to look at 
Paige’s WOMEN'S HAPPYTIME COMMUNE. Her film belongs 
in none of the categories so far outlined. It is not 
cinema verite of either the explicitly or implicitly 
political kind; nor is it an abstract or art film in 
the style of Maya Deren, Laura Mulvey, Susan Stockman 
or Mildred Iatrou. In being non-naturalist and non- 
abstract, Paige's film marks a new departure in wo- 
men's films. While it draws on elements common to 
the movies described so far, it makes something 
unique out of them. 


Some information about the conditions of the 
film's making and of Paige's aims in doing the film 
may be useful before going on to a more thorough 
analysis.1© The film was shot in Virginia in four 
days, with women who had not all worked together be- 
fore. This fact of their not being a group who knew 
each other meant that a number of deep conflicts 
emerged while the film was being made. Since there 
was only time and money for the four days' shooting, 
Paige had to work with what she had when she returned 
to New York. The discontinous material shot with one 
camera was very difficult to edit and took some time. 
From this distance, the film looks flawed to Paige, 
and, in a class discussion of her film, she commented 
that -she would have scripted much more of WOMEN’S 
HAPPYTIME COMMUNE had she to do it over again. 


4 As it was, she started out merely with the idea of 
doing a women's Western. She was attraced to the 
genre because of the use of wide open spaces and be~ 


cause the Western, as a genre, excludes women from 
the action. (to all intents and purposes, anyway). 
Having stated that she wanted to make a Western, 
Paige let the actors (who were friends or women i 
people involved knew) create the film. Drawing on 
her teaching experience, where she had had success 
getting children to think through their perscnal 
“stories," Paige wanted to allow women to enact 
dreams and fantasies that interested them. The idea 
of the commune was the contribution of one actress, 
Roberta Hodes. Paige knew most of the stories, al- 
though one woman kept hers secret until the very end, 


This sort of structure is a @ramatic departure 
from the usual narrative film where the story is laid 
down from the start in its entirety. It is an impro- 
visational fantasy, and it takes the shape it has, 
presents what it does, as a result of the people 
Paige was working with. Its basic theme, as Paige 
sees it, is discussion around the proposition of 
women living in a commune with the result being that 
most do not want to live this way. Possibly, Paige 
says, the film has the practical problem of proposing 
something no one. wants to do. Basically, Paige was 
simply excited about what people had to say, She 
apparently played it by ear a lot of the time: some 
scenes were worked on and scripted (e.g., Roberta 
dreams of the future), while others were quite spon- 
taneous. The main problem of the film and of this .. 
way of working, according to Paige, is that the film 
lacks a clear framework. While audiences (students, 
women's groups, people at film conferences) now quite 


__ like the film (this was not true-earlier when the 


issues the film raises were still very sensitive 


ones), people often do not know what to make of cer- 


tain scenes. For instance, there is one scene, in a 
woman's fantasy, where she is seen going crazy. 
People don't know how to evaluate this, how to judge 
it, because it is not placed in any perspective 
within the text of the film itself. Paige evidently 
would have liked the film to have a more clear point 
of view. 


Paige's comments about her film go some way toward 
explaining the special kind of quality it has. Her 
interest in what women have to say and in their fan- 
tasies reflects a broad kind of tolerance and accept- 
ance that is refreshing. An open, humorous attitude 
prevails. Whether consciously or not, the people in 
the film, and Paige, in her excellent editing, parody 
basic sexist institutions in our culture as well as 
mock familiar male/female stereotypes and classic 
situations in the Western film genre. There is also 
a tolerant, accepting laughter at aspects of the 
women's movement itself. 


The gentle ironic tone of most of. the movie is set 
in the opening sequence which is a marvelous parody 
of a church service and of typical religiosity, com- 
plete with the sexism that entails. The credits 
emerge over a middle distance shot of a pink brick 
church on bright green grass. It looks fairy tale 
like, with its black shutters and white door. Pru- 
dence's daughter, Marilyn Landers, comes skipping 
into the frame, the folk music on the track under- 
cutting the religious context. She has a saucy, im-. 
pudent skip, moving arbitrarily from side to side. 
Dissolve to a minister, a woman in clerical robes, 
leading a group in singing "Nearer My God to Thee.” 
The comedy of the woman minister (later the cowboy) 
is reinforced by the closeup shots of .the congrega~ 
tion, all women, a mixture of strange faces in odd 
disguises. The shots of people continue as the 
minister reads a selection from the Bible about 
women's inferior status. Her words are undercut by 
shots of a lady asleep, of Marilyn's saucy, impish 
looks, the camera panning over the group to rest on 
a huge bonnet.. Then Roberta Hodes, mocking the 
proper stance of people at a funeral, gets up to say 
a few words mourning the death of Hannah Prudence 
and bemoaning the departure of Hannah's daughter, 
Marilyn “leaving where her mother was born and meres” 


This scene nicely establishes a conventional poe 
munity’s set of values and attitudes, the old world, 
as it were, that Marilyn and many women in the film 
will be seen breaking away from. or struggling with. 
Although the. perspective is a comic one, the viewer 
understands only too well the reality of the conven- 
tional forms being mocked. The camera now cuts to a 
longshot cf a boat with two women in it, pulling laz- 
ily away from the shore, drifting off down the river 
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with soft dulcimer music on the track. The image is 
‘peaceful, rural and conveys feelings of freedom and 
carefreeness.- 


Cut to a of a woman in black 
(Prances Cima) leaning on her side, talking about 
this being the real West, the real life. We urnder- 


stand that the two women in the boat have met up with 


her, and. that she is telling them her ‘story. Her 
black clothes and feathers symbolize mourning, but. . 
also have night-club connotations that contrast with 
the content of her tale. The clothes reflect a des- 
pair and a givirig up. She is apparently weary, feel- 
ing that her business on earth is done. This next 
sequence, through the woman's story, follows the 
parody of religious institutions with a comment on 
marriage. It is rather hard to ‘gauge the woman's 
own attitude to her story, although the underlying 
intensity with which it is told reveals real pain 
and the woman's narrative style is so vivid that one 


enters the tale completely. She tells of conventional 


marital feelings (being married to her husband felt 
like being married to God), her feeling that the idea 
of going to a retreat was like a second honeymoon, 


and of her terrible disillusionment there. Symboli- 


cally, of course, the tale of hideous mistreatment by 


the alcoholic husband-priest, complete withthe beat- — 


ing of the woman and murder’of the child, is true for 
the woman telling it. Yet, at the end, when her lis- 
teners question her, she declares she doesn't hate 
all men-~just this, particular one. The camera work 
in this sequence underscores its essential serious- 
ness, the face being in closeup all the time. The 
vulnerability and. suffering of women here is drama- 
tized excellently. 


Cut to a contrasting scene of a large woman (Judy 
March) in bonnet and bright red skirt, feeding chick- 
ens in a sunlit yard by a huge barn. Her clothes 
symbolize traditional virginal womanhood and provide 
a striking contrast to the woman in black. It is 
amazing how Paige has managed to make thematic con- 
nections between narratively completely discontinuous 
scenes. The repressive and hypocritical aspects of 
religion, introduced in the opening scene, were 
echoed in the second scene with the feathered woman, 
along with the introduction of a second theme-<the 
repressive aspects of conventional marriage. The 
chicken lady, in the third sequence--it'’s what every- 
one does, what a Gutiful daughter should do. Mean- 
while, she is dutifully taking care of her mother and 
father, and feeding the chickens, despite her utter 
boredom with her life. All this is elicited through 
a conversation the chicken lady has with Roberta, who 
now comes down from the hills, complete with cowboy 
hat, gun and breeches (symbolizing independence) 
trying to find women to join her in a women's com 
mune. This theme of the commune, once introduced, 
provides the loose structure for the rest of the 


‘film, which centers around Robert's attempt to coh- 


vince: women she meets to join her in. the hills. 
Eack woman, confronted in this way, responds to the 
challenge by revealing her consciousness-~her aims 
in life, her dreams for herself, her fantasies about 
her future, the ties to her present life, etc. In 
the chicken lady sequence, Roberta and the lady are 
joined by the cowboy (Kathryn McHargue), who evokes 
a lot of response because of the male~like clothes. 
Her image is the typically liberated one of the 
early '70's--jeans, short hair, shirt, heavy shoes. 
She's attractive and charming, and neatly fields 
the challenges. This conversation, however, goes 
on too long. It is obviously improvised, and while 
many comments are witty, at times it drags. It 
ends humorously, with country music on the track 
again, the chicken lady in a new image with the gun, 
albeit she is shooting wildly, and almost trips as 
she goes off with Roberta. 


The fourth sequence opens with a marvelous cowboy 
image; the woman from the chicken lady scene is seen 
atop a horse on a hill, parodying numerous similar 
shots in Westerns, but at the same time. symbolising 
this woman's strength and independence. The main 
themes of this sequence--whose highpoint is Roberta's 
dream--is the contrast between independent womanhood, | 
symbolized by both Roberta and the cowboy, and de- 
pendent or more traditional womanhood, symbolized 
primarily by the. woman who wants to set up a dance 
hall in California or runn off with “her” cowboy. 
Paige cuts from the shot of the cowboy on the hill 
to the dance hall woman, dressed appropriately in 
traditionally feminine clothes, long flowing skirt 
and flattering blouse. She is seen fighting with 
her friend (Frances Jones) over her wish to depart 
with her cowboy. This scene dissolves to the cowboy 
again; her image punctuates the sequence, almost 
functioning like a refrain as an image of peace, 
solitude and strength. 


Pade out, to open on Roberta, asleep, hat over 
face, stretched out on the ground. The camera moves 
in on her and then cuts to her dream which is told 
with Roberta standing, trance-like, in middle dis- 
tance in the open field. Her dream in some ways 
parallels the feathered, lady's story at the start 
of the film: that bitter story of failure and dis- 
appointment revealed. the inadequacies of social con- 
ventions and institutions. Roberta's dream, in con- 
trast, suggests an alternative vision of peace and 
harmony in a community of women. But there is a 
double-edged quality to Roberta's dream as there had 
beeh to the feathered lady's story. An intensity 
that suggests real involvement withthe vision on a 
symbolic level is counterbalanced by an ironic com- 
mentary on aspects of the women's movement in the 
early *70's--going back to nature, doing without men, 
and organic food. The dream paradoxically has tra- 
ditional mythic elements in the description of women 
in organdy coming down to eat, songs flowing from 
their feet. Visions by Dante or Blake, of heavenly 


hosts of ‘angels floating through the clouds, come to’ 
mind. The presumably deliberate analogy provides a 
comment on the utopian thinking that often character- 
ized the early phase of the women's movement. Real 
sincerity emerges, however, in the statement that 
"All women there will be revered, and always...al- 
ways...whatever they want. If I can tell them that, 
maybe I can get more people to come to the commune." 


The dream ends, and Sheila cuts to a closeup of 
the cowboy again, this time happily yodelling ‘to her- 
self, It is a touching, real moment. We then cut to 
the quarrelling group around the dance hall woman, 
who are seen walking through the trees. Roberta 
stops them in a mock hold-up, and they all sit down 
together to picnic, complete with guns and rifles. 
This scene is rather unsatisfactory. There is a 
lot of confusion because the women lose track of 
their fantasies and roles, and seem to be straining 
too hard for effect. Particularly awkward is an 
Indian (Dorothy Stensland) on a horse who keeps 
floating in and out of the scene, but no one seems 
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to know how to bring her into the drama. But there's 
a lot of fun at the expense of Westerns, with a mock 
tieing..up of the woman jealous of the cowboy, and so 


. on, ‘The scene ends with Roberta asking if they'll 


join her commune, and some discussion of this, 


This leads jnto the final sequence of the film, 
which is the most complex and was probably the most 
difficult to edit. The pace of ‘the film up to now 
has been slow and easy. The atmosphere by and large 
has been. relaxed and humorous, with pleasant country 
music’ and slow conversations. The pace and tone of 
the last sequence are in contrast to all this. Edit- 
ing is more rapid, and there are quick montage series 
of shots that add to the overall sense of tension and 


urgency, The actors are moré themselves here as the 


women begin to face the actual conflicts and differ- 
ences among themselves. The style appropriately re- 
flects the urgency and sensitivity of the issues 
raised. 


The women are grouped around a ieddin’ at night, 
and are deciding whether or not they will join Rober- 
ta. The darkness is suitable for the changed tone 
of things, and heightens the feelin of imminent sepa- 
ration. Important issues are raised, such as what 
women need men for. Oné woman asks “What's so terri- 


. fic about men?" and is told by the feathered woman 


(Frances Cima) that she wouldn't be here if it weren't 
for men, and furthermore that it isn't right to bring 


a child into an unnatural situation like a women's 


commune. Women who disagree with her want to know 
what she wants with men, and they get into the issues 
of sex, love, friendship, etc. The camera slowly 
circles the group as the conversation goes on, catch- 
ing faces and expressions, and the seriousness of it 
all, in sudden contrast to the previous humorous 
treatment of essentially the same issues. Inter- 
spersed in this conversation are some of the women's 
fantasies about how the commune would have turned out 
had they tried. The chicken woman is seen in long 
lines of corn, bemoaning the insect-ridden corn and 
noting how everyone has changed for the worse. Cut 
back to the campfire group, and the Indian's bitter 
comment that she's sorry these are the kinds of atti- 
tudes people have. Back to the chicken lady's fantasy 
and her comment that Susie Starlet should have been 
allowed to have her dance hall. Paige then cuts to 
Susie, who is seen coming into the corn field, all 
dressed in white with a white chaiked face, remini- 
scent of tribal dancers. 


We cut back to the tree and the campfire, Roberta 
now in closeup, colors rich and varied, the tone 
softened, and Paige intercuts shots from Roberta's 
original dream sequence, reminding us of the positive 
vision along with these negative ones emerging now. 
The camera closes in-on Susie Starlet's face around 
the campfire, and we then cut to her fantasy in the 


. corn field, where she is again all dressed in white 


with white face makeup. In long distance, she begins 
to talk about her misery, and then goes completely 
crazy, jumping up and down and appearing like a frail 
rag doll. Back at the campfire, the cowboy talks of 
going to San Francisco, to get away from it all, and 
the movie ends with Susie Starlet's friend, dressed 
in horseriding clothes, miming riding away, to the 
sound of “Camptown Races” on the track. 


The ending of the film thus is somewhat negative, 
and students in a class always want to know why 
Paige didn't show the commune working out. Isn't 
Paige conforming to the stereotype that women will 
fail at anything they undertake? Paige, however, 
feels that the film shows women acting in real ways 
rather than as we might wish women would act. I 
think her film is especially valuable in bringing ~ 
to consciousness the kinds of images women in fact 
do have of themselves and that are a result/of hav- 


ing been socialized in a patriarchal system. Even 
the images of freedom-and independence have a mascu- 
line form: we simply do not have other natural images. 
since in our system men do symbolize autonomy and 
self-motivation. In allowing the women to develop 
their own "stories," Paige has captured diverse and 
important: unconscious self-definitions that apply to 
many women, In letting women's unconscious minds 
surface through the fantasies, Paige has arrived at 
some truths that we may not like but need to know. 
-Implicit in the fantasies is the influence of the 
media--especially movies--in shaping women's ideas 
of themselves. Instead of focusing explicitly on 
social and political arenas, as in the cinema verite 
films discussed previously, Paige focuses on some 
women's struggle with uncopscious wishes, desires and 
goals in life as they have been shaped in this soci- 
ety, and on other women's fantasies for alternative 
ways of living. Part of the value of Paige's cine- 
matic intervention lies in her sincere appreciation 
of the women she was working with and of whatever 
they had to say. This is the kind of caring and 
attention that women rarely get on the screen. In 
the commercial cinema, no one listens to women or 
cares what they really think. Paige's accepting and 
genuinely humorous attitude is most wélcome. Women 
are seen in all their different mixtures of weakness 
and strength, their capacit-es for togetherness and 
their leaning toward separateness; their ability to 
change and their clinging to conventional roles. 

But none of them is judged, and because of this the 
viewer also accepts them, regardless of their differ- 
ences from her. 


Besides being funny, enjoyable and visually inter- 
esting, the film is useful in revealing to women the 
kind of mental world many of us live in. The narra- 
tive discontinuities, the careful. juxtapositions of 
contrasting images, the judicious use of sound for 
satiric comment all create the feeling of a world 
in transition. Not located within any specific 
place or time, but apparently trying to break from 
an oppressive past, with their futures: uncertain, 
“these women perfectly represent thé confused, tran- 
sitional situation of many women today. The unre- 
solved ending was. fitting for Paige's overall. inten- 
tions in the film: she wanted.to help us understand 
the reality of our situation as women in a patriarchal 
culture, an understanding that is a necessary precon- 
dition for discovering strategies for change. She 
did not intend to anticipate answers, leaving this 
rather for people watching the film to speculate 
about. 


In introducing to women's films the world of ima- 
gination and of fantasy, Sheila Paige has indicated 
a valuable area for women to work with. We need more 
films like this one; not, of course, to replace the 
directly political and psychological ones that I dis- 
cussed at the start, but to compliment those literal 
kinds of explorations and Coneciousnéey raising with 
a different and often neglected mode.* 


lane term "cinema verite," adapted from a phrase 
of Dziga Vertov's, refers to the French film style 
that evolved during’ the late '50's, in reaction to 
conventional, large-studio kinds of film where stag- 
ing, post-production dubbing and other devices inter- 
fere with the so-called “cinema truth." . The term is 
now loosely used for documentary films made with hand- 
held camera, shot on location and not using actors. 


kate Millett's Flying refers to the conditions 
of the film's making; for information regarding CON- 
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TINUOUS WOMAN, I talked to Darlene Marvey from the 
Twin Cities Film Collective. 5 


3other films in this category are\ROSELAND, which 
stimulates discussion around female media stereotypes, 
so drastically and confidently does. Rose depart from 
them; SYLVIA, FRAN AND JOY, which follows three dif- 
ferent styles of marriage: one that ended in divorce 
and an independent life for the woman, on& a tradi- 
tional marriage, and the third a counterculture sort 
of marriage; GROWING UP FEMALE, which explores the 
various lives of six contrasting women of different 
ages, classes and backgrounds; and SWEET BANANAS, 
which traces the contrasting lives of some working 
class and upper class women, who end up all getting 


4 
ROSELAND, as mentioned in note 3, is an extreme” 


kind of intervention of this type on the simple level 


of critiquing-the usual cinematic image of women. 

5 
and Critics," by E. Ann Kaplan (Women and Pita forth= 
coming. 


hia, Pp. 5: 


Towomen' s Cinema as Counter-Cinema," in Notes on 
Women's Cinema, edited by Claire Johnston (London, 
SEFT Pamphlet, 1973), p. 28 


Stpid., p. 20. 
%rpia., Pp. 29. In connection with cinema verite 
as a film style, see Eileen McGarry, "Documentary, 
Realism and Women's Cinema," in Women and Film, Vol. 
2, No. 7 (Summer, 1975), pp. 50-59, 

1050k and Johnston, “The Place of Women in the 
Cinema of Raoul Walsh," in Phil Hardy, ed., Raoul 
Walsh (Colchester, England, 1974). An Edinburgh Film 
Festival Pamphlet); and The Work of Dorothy Arzner, 
ed. Claire Johnston (London, 1975; a British Film 
Institute Pamphlet), with essays by Cook and Johnston. 


Juliet Metchell, Women's Estate = 1972), 
Chapter I. 


ae England, the first women's films were about 
working women, e.g., Esther Ronay's WOMEN OF THE 
RHONDDA; BETTSHANGER, KENT 1972, made by the London 
Women's Film Group; WOMEN AND THE BILL, made by 
Esther Ronay and the Notting Hill Women's Liberation 
Group. 


14 
Norm Fruchter, "Games in the Arena: Propaganda 
of the Spectacle," in Liberation Magazine, May, 1971. 


Mulvey has recently made an avant-garde 
film, PENTHESILEA (with Peter Wollen), that attempts 
to interrogate the notion of identification in the 
cinema; Susan Stockman's films consist of beautiful 
but abstract images; Mildred Iatrou, presently a stu- 
dent at City College, has made a striking short film 
in Maya Deren style, with its unique ideas as well. 


16neila Paige visited my class twice following a 
showing of her film. This material was obtained in 
class discussion. 


St wish to thank Julia Lesage for her thoughtful 


reading of the magdecript and the useful suggestions 
she made. 


See "Dialogues with British Feminist Filmmakers \ 


Children of Rage 
CELLULOID FUTILITY 
N THE MIDDLE EAST 


--Richard Wagner little thinking. He views all Israelis as evil and 


Arthur Allan Seidelmann's CHILDREN OF RAGE is a is willing to die blindly for his cause. Ibrahim, 
. F the Palestinian leader, sees the current violence 
textbook example of a film promising more than it 
can deliver: for shout &.vear the only as the last resort. He just wants his Galilean 
farm back and is willing to listen to reason; he is 
siveness" of the movie have circulated among cineastes. : 1 ; 
the thinking Arab. Leila, Omar's sister, is the emo- 
Blurbs and articles had heralded the film in such pub- c ; 
tional’ representative. Her interest is purely apoli- 
lieations as Variety (the fact that they appeared in ' have ha to Omar what 
Ve t tical; she doesn't want to have happen wi te 
ariety, the profit-oriented trade paper, should have happened to Aqmed 
been adequate forewarning). It was proclaimed a 
“breakthrough” because it was to be the first fic- Seidelmann obviously wanted to present all sides 
tional treatment of the post-1967 Israeli-Palestinian of the Middle East question. His characters serve 
situation. But by trying to be fair to all sides mainly as mouthpieces for his egalitarian opinions. 


Seidelmann's film has the efficacy of a marshmallow He artificially constructs dialogue situations in 
thrown against the ITT building. order to expose all ramifications of the problem to 


the light. David visits his father, a European st- 
Seidelmann's chief defect is that he endeavored pes II immigrant, and 
to be nice to everybody. He created Israeli and 


Palestinian characters of al dimensi a 1 frontation as an excuse ta show the conflict of clas- = : a 
Of ensions and equa ic liberalism vs. intransigent father, or youn R rd i, Ol Geo 
believability. The plot is rather simple, used mere- fer 


generation vs. old, if you will. .The father trots : 
wi e ector can g his 
ago, e ascertain that they are not a forgery. Yet when 
When Aqmed, a Palestinian guerrilla, is killed, desert," etc., etc.), but David's lack of firm con~ David asks to accompany Omar to the camp, Ibrahim, a 
his brother Omar takes his place. Omar is wounded victions leads to his rather weak retorts and the who has never seen him before, asks, “How do I know i” 
while disguised as an Israeli but escapes from the discussion reveals nothing new. you are not a spy?" David replies, "I give you my i 
hospital to avoid questioning. Before being trans- i Again Seidelmann thrusts David into a one-to-one word," and Ibrahim accepts it. Can anyone seriously I 
potted to the safety of the camps he is treated by conversation and again he finishes second best. When believe that a guerrilla leader would scrupulously 
penis an Israeli doctor and friend of the family. Ibrahim comes to take Omar to the camp, David re- check the papers of an Arab but instantaneously ac- ‘i 
quests to go along. The two of them talk back and cept the word of an Israeli? 
o he e e the suffering. @ resistance he S 3 
ng forth over the unconscious Omar, Both ask the ques 2) When David becomes the Palestinian camp's doc- | 
4 


from some of 

of him do you. want?" Ibrahin's response is his tor, Leila wishes to help him, He asks what qualifi- 

return to the ancestral farm; he puts forward a very cations she has) hex anmwer is, "I always wanted to 

; There are four main characters, each of whom is cogent argument forvhis position. David's reply is, be a nurse,” and, incredibly, David uses her in that ; 
a personified ideal, and a galaxy of minor ones. "A week of peace." Once again his want of political that 4 
David, the doctor, is the epitome of libertarian awareness’ prevents him from taking a forceful stand. a childhood dreamg What if she had always wanted to , 
rationality. He is an idealist, wanting peace and In addition to attitudinal flows, Seidelmann's become a doctor? Would he have allowed her to treat uy 
harmony among Jews and Arabs, yet with no concrete script has.holes in it big enough to drive a tank patients? Further comment on such a ridiculous if 
knowledge of how to achieve it. In his naivete he through. Just to enumerate the more glaring ones: assumption would be redundant. R , 


blunders into his own death. Omar, the teenaged m js if 
, 3) When he first sets himself up in the hospital, } 


guerrilla, is the opposite--all visceral feeling and 1) When Omar first arrives at the camp, Ibrahim 
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David a. it with many and various medications. 
How did he obtain them? Are we to believe that the 
Israelis permitted him to saunter out of their hos- 
pital with cartons of pills, syringes, etc., especi- 
ally after he had applied to Israeli authorities for © 
permission to go to the camp and had been refused? 


The film is important in one respect--Ibrahim is 
the first sympathetic portrayal of a Palestinian, 
instead of the usual American equation of Isreali= 
good, ergo Palestinian (and by extension all Arabs)= 
bad. But even some of his reasons for certain ac- 
tions are left vague. The the question arises of 
whether or not to use terror, the words "algeria" 
and "Vietnam" are conspicuously bandied about, 

: — by “Now it is our turn." Just like that 


Numéro Deux 


Godard’s 


--Reynold Humphries 


Godard's espousal of Marxism-Leninism and his 
forming with Jean-Pierre Gorin of the Dziga Vertov 
Group in 1968 had two major results: it lost Godard 
the support of most of those who had championed his 
work up to 1967 and removed him from the public eye 
for four years. The latter was deliberate, Godard 
preferring to work in alternate film circuits; the 
‘former was inevitable and is a measure of Godard's 
. importance in the evolution of a revolutionary 

“cinema. 


Godard has always been a very controversial 
director, arousing enthusiasm and hatred in equal 
quantities. The enthusiasm, while having the un- 
fortunate side-effect of creating a new cult figure, 
was nevertheless positive in one way: because of 
the controversy surrounding him, it drew attention 
to Godard's particular sort of filmmaking: improvi- 
sation and inconsequentialities, dislocated narra- 
tive and an increasing move towards a strong hetero- 
genization of the pro-filmic material (ads, posters, 
TV), all elements that Godard used later in his 
career, but with an explicitly political flavor. 


The fact that, up to PIERROT LE FOU in 1965, 
these above-mentioned devices tended not to fore- 
ground politics and were constant factors in the 
director's work had a predictable result: Godard 
became the ultimate auteur, an inimitable stylist 
who put his stamp indelibly on each movie. The con- 
cept of auteur is invaluable to the purveyors of the 
dominant bourgeois ideology. Such critics who 
adopt it2 prefer to discuss a work in terms of its 
themes, especially-when these are recurrent and 
therefore seem to homogenize the texts into a 
single, unified, unbroken text. Or, if the themes - 
are dangerous, they can resort to an exclusive an- 
alysis of the means of expression. Either way, how 
meaning is produced and what meaning are problems 
thus avoided and the director remains an auteur, cut 
off from everything but his personal tastes in mov- 
ies (Godard was a great help here as a former critic 
himself) and his previous films. 


As lona as the dislocations of "standard" narra- 
tive (itseif an artificial device naturalized by 
years of use) were not too extreme and as long as 
politics were limited to questions that any remotely 
progressive person would consider important--Algeria 
(LE PETIT SOLDAT), war (LES CARABINIERS), Vietnam 
(PIERROT LE FOU)--the critics in the “intellectual” 
papers and reviews were happy (for Godard's detrac- 
tors, of course, everything he did that was differ- 
ent--such as positioning the camera in the back 
seat of a car in BANDE A PART--was too extreme). 

By 1966, however, Godard'’s anarchism (easily recuper- 
able because never politically explicit) had given 
way to a more clearly-defined left-wing position 
that was quite incompatible with the liberal meta- 
physical anguish purveyed in ALPHAVILLE (and re- 
markably purveyed, but the question lies elsewhere). 
Thus DEUX OU TROIS CHOSES QUE JE SAIS D‘ELLE marks 
the first major break in Godard's work: not only 

do we have an explicit political analysis of capi- 
talism in France in the 1960's, but also a relent- 
less questioning of the representational techniques 
brought into operation to convey the meaning and 
function of that capitalist socigty. Godard is now 
interrogating the cinema itself. 


Twelve months later comes the second break: the 
final sequence of WEEKEND where Leaud walks around 
reciting political tracts. All attempts at "real- 
ism” have been abandoned and Godard is foreground- 
ing with increasing insistance the need to question 
every code at work in the filmic text: creation of 
a homogeneous time scale and a corresponding space; 
the matching of sound and image (what is the point 
of “realism” if a text foregrounds its own fictional 
status?). Just as shocking from the “moderate” 
standpoint is his rejection of previously cherished 
art-forms such as classical music: Mozart is now 
irrelevant.4 Several months later: LE GAI SAVOIR 
and the final break with every tradition of commer- 
cial filmmaking. May 68 is already in the air and 
Godard's move to an extreme left-wing position does 
not pass unnoticed by the ruling class, which pre- 
vents the film from being screened on French tv, 
for which it was made. This was also to be the 
fate of BRITISH SOUNDS (B.B.C.), PRAVDA (German tv), 
LOTTE IN ITALIA (Italian tv) and VLADIMIR ET ROSA 
(German tv). 


With films like LE GAI SAVOIR, VENT D*EST and 
VLADIMIR ET ROSA (I haven't seen the other film 
from this period), Godard not only abandoned plots 
and narrative and foregrounded revolutionary poli- 
tics, he also moved away from the concept of the 
individual and the portrayal of human relationships 

-and interpersonal relations. Thus vanished the 
last and most tenacious link with bourgeois art: 
the character moving in a world which is subordi- 
nated to his personality and individual problems. 
By 1968 this has vanished, at: }east untii. TOUT VA 
BIEN in 1972. This film is centered of the politi- 
cal education of a vaguely committed couple and, if 
it has a fault, it lies in the fact that Godard and 
Gorin seem unsure as to whether to concentrate on 


' wants to make love. 


-and stalks out. 


the décision is made. . I strongly doubt whether that 
particular motivation has any historical validity. 


Seidelmann's casting also does nothing-to estab- 
lish any kind of realistic aura, Helmut Griem as_ 
David is much too Aryan<looking and wooden to be con- 
vincing. Olga Georges-Picot as Leila is more attrac- 
tive than effective. Richard Alfieri as Omar and 
Simon Andreu as Ibrahim are what matinee idols should 
be--handsome, smooth, supremely confident. The pro- 


fessionalism they display is the diametric opposite _ 


of what the roles demand. In addition, Seidelmann “ 


employs’ the technique of romantic fade-outs at the 
end of each scene, further increasing the film's de- 
tachment from reality. 


Godard 


this politicization or on the meaning of the events 
that radicalize the husband and wife. Clearly the 
two aspects of the film are inseparable, hut I can't 
help wondering if Godard and Gorin may not have 

felt trapped by using two big stars and suspect 

that the danger of foregrounding their personal 
relations was clear to the film's makers, hence the 


. reduction to the minimum of scenes ‘involving their 


life together in favor of their lives outSide the 
home (hence the crucial scene in the cafe where 
they talk to/at one another). 


With NUMERO DEUX, however, Godard--now working 
alone--has solved this possible discrepancy: he 
brings politics and men/women relationships into 
the home so that mere interpersonal and conjugal 
problems never run the risk of being analyzed for 
their own sake. From this point of view the film 
is crucial. 


There is a sequence where the young wife returns 
home with the shopping and flops down on the bed, 
exhausted. Then she pulls up her skirt, pulls down 
her underpants and starts to caress herself. Her 
husband comes home, walks into the bedroom, kisses 
her, watches her for a moment and then suggests 
that they caress one another. He starts. to kiss 
and fondle her, but she tells him to go away and to 
shut the door behind him. 


An apparently banal sequence, but central to the 
film: it asserts the-right of women to use their 
bodies as they like for their own pleasure,. and not 
just/ to put them at a man's disposal. Beyond this, 
Godard is calling for women to have the right to 
take the initiative and not to subordinate then- 
selves to the man's view of woman or of how women 
should fight to liberate themselves to the man's 
view of woman or of how women should fight to liber- 
ate themselves. These notions are presented in a 
variety of ways and situations: 


1) The couple are trying to get the washing ma- 
chine to work and the man gives instructions: no 
response from the machine. Then the wife tries and 
the machine warks. Thus the concept of the man’s 
technical know-how and "inevitable" superiority 


- over the woman is undermined, 


2) The man asks his wife to come to bed as he 
She refuses. He caresses her, 
she fails to respond, he gets angry, slaps her head 
She remains where she is. Once 
again, the woman disposes herself of her own body. 
A variation on this occurs after a quarrel: the 
wife puts on earphones and listens to music, de- 


‘No. 9, 
Tuo 
The question that occurred to this viewer pik 

end of the film was, "Is it pro-Israeli or pei ne 
tinian?” Seidelmann has created characters useful 
for articulating many viewpoints, but in doing so he — 
loses whatever focus and thrust the film could have 
had. Had he come down on one side or the other the 
audience could have experienced some kind of reaction. 
As it stands, Arab sympathizers will love it for its . 
depiction of the guerrillas in human terms and hate 
the Israeli military officers; those who emotionally 
side with Israel will love the dogmatism of David's 
father and hate aZZ the Palestinians. Seidelmann’s 
film is, in effect, a cinematic Rorschach test to 
which people will respond Gaanedsng on what they 
bring to it. oO 


liberately ignoring her husband who wants to talk 
things over. Significantly, he can neither leave 
things be nor remain calm (as the wife wants to and 
does}. Faced with her refysal to bow to his wishes, 
he becomes violent. 


3) One position the colpte adopt in their love- 
making is with the man on;his back and the woman 
sitting astride him, facing away from him with her. 
behind near his face; this, so that he can kiss her 
behind. and see a part of ‘her she cannot see. We 
have the same situation again: superiority of the 
man's sexual rights, not‘only in deriving pleasure 
from his wife while giving none in return and having 
control over a certain part of her body, but also 
being able to dominate the situation by not having 
to expose his face to his wife’s scrutiny while in- 
dulging in his pleasure. This the concept of a 
shared experience, central to love and sex, dis- 
appears; only the man retains all rights. (This 


' might explain his uncertainty in another scene where 


he hesitates over whether or not to kiss his wife's 
genitals; they are facing one another now and 
Godard overlays his facé looking at- her with her 
face looking challenging at him). 


4) This scene is given a more explicitly politi- 
cal edge elsewhere when: the wife points out that 
there is a part of her husband he never sees either 
that only she can see: his behind. But the context 
is radically different:' she sees it: when he goes 
off to work in the morning, whereas she has no work 
and has to stay at home, Thus there is no question 
of sexual equality: he either appropriates her body 
but refuses to allow her to do the same; or else he 
has the right to work, whereas her work must be ,. 
done in the home. Ultimately, ‘he is no more working 
for himself than she is', although he does not have | 
a role, a function, imposed on him the way she does. 
Also of interest here is that, under capitalism, 
the worker's labor is appropriated by another (the 
capitalist) through a financial system that is kept 
secret from him. Thus ‘the husband/wife relations 
in the above-mentioned ‘sequence become a paradigm 
for the capitalist/worker relations on the labor 


‘market, 


5) This is extendediin another sequence where 
Godard makes a particularly effective use of two 
images: on the left, the older woman (the mother; 
she and her husband live with the young cou le) is 
scrubbing the floor (“typical" woman's work) while, 
on the right, the wife, gives her husband a blow job. 
Or at least a partial one: she is not enthusiastic. 
Again, she is at his sexual beck and call, just as 
the mother is at the man’s beck and call. . The blow 


-- job is used again in the film, this time juxtaposed 


with a shot where the wife refuses an invitation to 
go to a Women's Liberation mast ing, saying she has 
other things to occupy her. 


It is at moments like this that Godard shows the 
need to move outside the home into the political 
arena, but only when ‘the woman has had the opportun- 
ity for self-analysis: at every point. The fatal 
trap is for the woman’ to see herself as the man 
sees her, including within the context of the revo- 
Tutionary struggle. Man plus violence equals the 
degradation of woman and giving her a rifle to 
shoot doesn’t solve the problem. for the rifle is. 
first and foremost a male weapon and for the woman 
to use one is, yet again, to subjugate herself to a 
male role. Godard would seem here to be criticizing 
the ~ultra-leftist position of treating men and women 
exactly alike. Such an attitude runs the risk of 
masking the differences between the sexes in the 
name of equality and revolution, for neither can 
occur without coming to terms with these differences. - 
It is in no way a case of regressing to bourgeois 
individualism, but of recognizing the sexual element, 
something revolutionaries are often loath to do, in. 
the name of a very limited and limiting view of 
“equality.” The danger of the man thinking he knows 
best is always present and is summed up by the young 
wife when she says that the man tells the woman what 
to do or, worse, she says it for him, i.e., portrays 
herself in his image of her.5 


The images the cinema uses to present and repro- 
duce events is an aspect of the film that has pre- 
occupied Godard increasingly since 1966, finding 
its most forceful expression in VENT D'EST. What 
values and ideas are already contained in an image 
from the fact of its mere presence? How does a 
spectator piece together the various images into a 

“coherent” and “meaningful” discourse? Godard ap- 
proaches the problems involved by trying to under- 
mine the concept of the unique and natural image on 
the one hand and of a transparent, linear narrative 
on the other. The latter question doesn't really 
arise in NUMERO DEUX which is a series of fragments 
presented as such. Or rather, the problem is there 
at once because ‘the film is composed of such frag- 
‘ments, but Godard displaces the interest here onto 
the meaning of each individual image, the interac- 
tion between the various images projected simul- 
taneously onto the cinema screen and the meaning of 
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a present image when seen in the context of an 
absent image. This way the spectator is constantly . 
obliged to perform acts of synthesis through de- 

and re-construction. 


At no time does any image of NUMERO DEUX fill 
the entire screen. What we have is an image in the 
shape of a tv screen filling a part of the screen, 
on the left or on the right. More usually, there 
are two images, sometimes more. Interacting with 
these images are the numerous titles.of the film, 
introduced as constant breaks in the visual dis- 
course and commenting on the image(s). The word 
REPRODUCTION is thus followed by an image of the 
old man talking-on a big screen on the left of: the 


cinema screen, followed immediately by and co-exist-— Ex 


ing temporally and spatially with the same image on 
a smaller creen on the right. Thus the "uniqueness" 
of "art" is demolished: Godard foregrounds the tech- 
nique of reproduction central to film and tv, show- 
ing that “art" has far less to do with it than has 

a mechanical use and application of scientific 
knowledge, Walter Benjamin commented on this 
phenomenon in his essay "The Work-of Art in the Age 
of Mechanical Reproduction": 


To an ever greater degree the work of art 
reproduced becomes the work of art. designed 
for reproducibility. From a photographic 
negative, for example, one can make any 
number of prints; to ask for the “authentic” 
print makes no sense. 


_ Those who control the means of production and 
distribution, be it of capital or products suchas 
film and tv programs, thus have in the case of the 
mechanical image unlimited possibilities for dis- 
seminating their ideology: their “image” of what 
the world “is” becomes the sole image on the screen 
and the creation of meaning becomes natural meaning. 
What is so important in NUMERO DEUX is the fact that 
Godard is present on the screen as the person organ- 


. izing the discourse before us: there is no attempt 


on his part to hide himself as the bourgeoisie must 
do in its desperate attempts to mask the image as 


Meaning produced and to pass it off as natural mean- — 


ing given for all time. Thus Godard's hands are 
seen manipulating equipment to change images and to 
add various sounds and voices. It is in his use of 
sound that Godard-most clearly reveals his own film 
as an artifact capable of unlimited meanings and, 
consequently, of misrepresentation. 


‘The final sequence of the film shows two sepa- 
rate images, with accompanying soundtrack, Godard, 
in the foreground, uses the equipment constantly to 
change the soundtrack. Then the images disappear, 
but the commentary continues, despite the fact that 
it seemed to be coming from the mouth of the wife, 
whose image has now vanished. Normally when we 
watch a film, nothing lets~us know that the sound 
emanating from the screen is reproduced separately, 
that it is not natural, that other sounds can be- 
substituted (comic effects can be obtained this way 
by putting in place of the sound expected--because 
“natural"=-a sound usually linked to something 
quite different). By foregrounding equipment and 
continuing in sound Only once the images have faded 


~ from their. respective screens, Godard questions the 


. 


entire means of presentation of sound and image. 


- This he has already evoked in the film's opening 


sequence. 
The screen contains the words MON 
TON 
SON 


Alongside SON (to its right) appears the word IMAGE, 
flashing like a neon sign. Then an image of the 
husband's face (partial, then complete), replaced 

by one of the wife's face (partial, then complete). 
What has to be grasped here ts the polyvalency of 
TON and SON and their interaction with MON, TON= 
"your", but also “tone”, whereas SON=“his" or "hers", 
but also "sound", MON="my." Thus Godard underlines 
the presence in the text of semantic ambiguity and 
linguistic interference, juxtaposes the interaction 


- of sound and image and puts the question: whose 


image, for whom, by whom? That opening sequence 
contains not only NUMERO DEUX in embryo, but is a 
metaphor for the entire cinema. 


‘The key question then: whose cinema? whose 
struggle for recognition? One sequence in particu- 
lar shows the probelms involved in politicizing 
peopte. Godard is manipulating the soundtrack for 
three images: 1) top left; 2) bottom left; 3) center 
right. } contains shots from various coming filmic 
attractions, including Yves Montand in Sautet's VIN- 
CENT, FRANCOIS, PAUL ET LES AUTRES, a Bruce Lee mov- 
ie and a softcore porn movie. 1) is a news program 
and 3) images of the young couple's little girl 
copying a sentence on a blackboard. Particularly 
important in this sequence is the use of sound and 
the juxtaposition of the images-of 1) and 2). The 
second screen shows a left-wing May Day rally at the 
same time as the first shows Lee in action. One of 
the potitical personalities (all people function 
mainly as personalities when presented by the domi- 
nant ideology) talks of people's “desire to strug- 
gle" and the commentary for the Lee movie describes 
it as containing the “greatest modern struggle." 
Which struggle therefore? -On the one hand the pro- 
letariat is having to fight to preserve employment 
and a decent standard of living against the preda- 
tory ruling class; on the other hand the filmgoer-- 
and to a great extent therefore the working class 
spectator--is encouraged by the purveyors of the _ 
dominant capitalist ideology to see the fascistic 
thuggery of a Lee movie as the "great struggle." 
Godard is calling on the Left to displace the strug- 
gle, to move it onto a terrain where it can take the 
initiative. For as long as people are led to be- 
lieve that the images of the world transmitted by 
the films made within a purely commercial framework 
are the sole images, then left wing figures--be 
they actors like Montand or trade-unionists like 
Georges Seguy--will forever be recuperated, forced 
to struggle according-to the rules of capitalism. 
They will continue to be just so much merchandise, 
like the films the former plays in and Godard puts 
the word MARCHANDISE on the screen at this precise 
moment. 


The child is hence also seen as merchandise and 
her degradation starts at an early age. Education 
is seen not as a learning process, but as a mechani- 
cal reproductive process: the girl has to copy a 
sentence to prove she can write. NUMERO DEUX thus 


juxtaposes two reproductive systems: that of the 
image and that of the written word. The former is 
meant to be unique, but is shown to be basically a 
technological phenomenon; the latter is claimed to 
extend knowledge, but in fact stifles it. Thus 
Godard reverses ,. comments on and destroys. some of 
the most cherised and tenacious myths of bourgeois 
ideology. NUMERO DEUX is an essential movie for 
forcing people into an awareness of the function of 


~the media and their position in a system that ex- 


ploits the media for its very own special purposes. 
Godard encourages constant questioning by the spec- 
tator in order to avoid apathy, becoming a willing 
agent in’one's own degradation. As the film states 
-at one point: “When one enjoys being out of work, 
then fascism takes over." 


‘The method employed by the ruling class to 
transpose all discussion of “art" onto the terrain 
already occupied and laid out by that class. All 
the weapons are thus in its hands, including what 
is to be discussed and how. 


2significantly, it is now commonplace in the dis- 
course of those who had once so strenuously opposed 
it; they realize how it can be turned to their ad- 
vantage. 


3, film Tike MADE IN U.S.A. is seen as a case of 
a sensitive artist disintegrating before the pres- 
sures of the modern world: What is really collaos- 
ing, however, is an entire way of portraying that 
world that hides its contradictions and refuses to 
take account of how meaning is produced. Even 
Glauber Rocha accuses Godard of destroying the 
cinema, which promoted Jean-Paul Fargier (formerly 
of Cin&thique) to refer to Rocha, rather unkindly, 
as a “progressive.” 


4or rather, the concept of Mozart as "genius" 
etc, is seen to be irrelevant in a world that cannot 
allow itself the luxury of such a fetishization of 
art. Significantly, those who champion his music 
never bother to ask why someone who produced so 
much died in poverty, forgotten and neglected. 


SF rom the point of view of the portrayal of sexu- 
al relations and the analysis of a person's right 
to dispose of his or her body, NUMERO DEUX is the 
ultimate reply to those who consider that porn 
equals liberalization and revolution. A new review 
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has just appeared in France called L‘organe (it has 
connections with Screw), devoted to porn, especially 
in the cinema. Its editor, Michel Caen, denounces — 
opponents of porn as counter-revotutionaries. One 
can assume therefore that, for him, the presence on 
cinema screens of fucking and fellatio and the ap- 
pearance of a review devoted to them herald in a 
revolutionary era. How mindless and pernicious 

this is can be-gauged from analyzing what porn films 
stand for. First, they give people with sexual 
problems the chance-to find some outlet without ever 


_going into the social reasons for the inability of 


people to solve their problems in any other than a 
make-believe fashion. Thus they mask the social 
forces at work that help to cause sexual frustra- 
tion and are thereby reactionary and counter-revo- 
lutionary. Second, they encourage people to assist 
in the degradation of sex and human beings without 
the shame of participating actively and, at the 

same time, reduce people to objects for the pleasure 
of others. As such, they allow a fascistic state 


to occur, not only in the-film, but in the spectator. 


Porn movies are apolitical and therefore are in- 
scribed into and reinforce the dominant ideology. 
This state of affairs is now being helped along by 
the partisans of porn having recourse to various 
cultural alibis to justify a posteriori: a) their 
own fantasies; b) their desire to capitalize on the 
fantasies of others. The key alibi adopted by 
L'Organe is to call a squalid little pornographer 
like Damiano "the Preminger of Porn." It is not, 
of course, a case of comparing the directors, but 
of evoking the name of a celebrated director--read: 
“artists"--to lend some aura of respectability to 
an enterprise that is totally lacking in any. At 
every turn therefore.porn merchants reveal them- 
selves to be the spokesmen of the bourgeoisie: they 
pay people to degrade themselves and one another, 
encourage other people to pay to see this degrada- 
tion and purvey all the tenets of the dominant con- 
cept of “art” as an excuse. In other words, they 
are capitalist and counter-revolutionary to the 
core. 


The liberalization of censorship in France--we 
can now see DEEP THROAT, DEVIL.IN MISS JONES and a 
French film like EXHIBITION (which is honest in that 
it reveals its makers and voyeurs and, by extension, 
the audience too) and August saw an entire festival 
of porn--is not an accident: it fits in perfectly 
with Giscard's desperate attempts to pass himself 
off as a progressive. Whereas the authoritarian 
right wing. views of de Gaulle and, especially, 
Pompidou were manifest all the time (police every- 
where), Giscard has removed the “forces of law and 
order" from sight: they are now waiting in the back- 
ground instead and readers may like to know that 
Franco sends his police to France to be trained in 
riot-control. As people continue to believe in a 
relaxing of Control, LE GAI SAVOIR stays banned. oO 
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-=Lawrence L. Murray 


The phrase, Hollywood and the cold.war, is likely 
to conjure a variety of diverse images and concepts in 
the mind of any student of the film industry. A sur- 
vey of the literature, however, indicates that one re- 
sponse tends to. dominate, the investigations in 1947 
and 1951 by the House Committee on Un-American Activi- 
ties and the resulting blacklist of writers, directors, 
and other sfudio personnel accused of having communist 
sympathies.' Several participant. victims and others 
Tess involved but equally antagonistic to the witch- 
hunts of the committee have recounted the story in de- 
tail: the parade of “friendly” witnesses who were 
quick to point accusing fingers at the famous and not 
so famous, the antics of the "Hollywood Ten” and others 
who sought to evade the maced hand of a committee bent 
on muckraking, and the self-righteousness of the indus- 
try in the promulgation of the “Waldorf Statement" 
with its promise to deny employment to anyone suspect- 
ed of less than orthodox one-hundred percent American- 
ism. The intensity of the focus has been on the black- 
list, uniformly condemned, and the struggle of those 
included to regain their positions and to rehabilitate 
their reputations. 


I want to approach the theme. of Hollywood and the 
cold war from a perspective noted in the literature 
and then dismissed. Setting the HUAC committee and 
the blacklist aside, let. us see how the products of 
the film industry, movies, reflected the dynamics and 
vicissitudes of the cold war. In a sense, I want to. 
examine not what the film industry said but what it 
did, and in the process look at more than just science 
fiction films, the most commonly cited illustration of 
the cold war's impact on Hollywood productions, The 
films of the cold war era are historical documents 
which can inform us about how, Hollywood responded to 
external pressures and how movies reflected the social 
milieu in which they were produced. : 


The element of external pressure is particularly 
crucial when appraising the films of the cold war era. 
The cold war was several years old before Hollywood 
began 50 acknowledge it in the content of its produc- 
tions.¢ Because movies are not made in a social vacu- 
um, they were bound eventually to reflect and to reen- 
force the garrison state mentality which pervaded the 
minds of most Americans. That timetable, grounded in 
Hollywood's predilection to supply the public with 
films in which»the needs, desires, and interests--the 
dreams--of the viewing audience are accommodated, was 
accelerated by extrinsic factors, specifically the 
HUAC investigation of 1947. 


T= film industry has traditionally been very re- 
sponsive to any threat from external forces, es- 
pecially if the force is government and the 

threat is some sort of censorship. To stymie inter- 
ference in the manufacture and sale of its product as 
well as to protect freedom of choice as to what it 
shall make, Hollywood's stock response has been to 
assume a posture-of voluntary self-censorship before 
something less palatable is imposed from the outside. 
For example, one cannot appreciate the formation of 

the Production Code Administration’ in 1934 without con- 
sidering the establishment of the Legion of Decency 

and hearings by the House Committee on Interstate and 
Foreign Commerce concerning the need for a federal 
censoring board. Lawrence Kardish has drawn a compari- 
son between the voluntary self-censorship of the P.C.A. 
in the 1930's and the institution of the blacklist in 
the 1940's, viewing both as successful efforts to 
stifle official intervention in the affairs of the 
industry.” As a business, the film industry has been 
more successful than most in staving off government 
regulations by promising to police itself, to promise 
delivery of what the public and its spokesmen in . 
government demand without the imposition of formal 
strictures. : 


I would argue that the phenomenon of voluntary 
self-censorship illustrated by the blacklist also 
manifested itself in other ways during the decade from 
1945 to 1955. The selection of subject matter and the 
shaping of content are also varieties of self-censor- 
ship, and that was never more true than during the 
height of the cold war. 


In the course of the HUAC hearings in late 1947, 
several Hollywood moguls, notably Jack Warner and 
Louis: B. Mayer, endeavored to apologize for, defend, 
and excuse the wartime production of several blatant 
pro-Russian films. The changing circumstances of the — 
post-war world caused such films as Warner’s MISSION 
TO MOSCOW (1943) and MGM's SONG OF RUSSIA (1944) to be 
interpreted as both pro-Russian and pro-communist, 
though discussion of communist ideology was studiously 
avoided.* What Warner and Mayer contended was done in 
a spate of patriotism to inform America about its 
Soviet ally was now being looked upon as part of an . 
insidious plot to undermine the country~by infiltrat- 
ing the public mind with nefarious communist ideas. 
Warner was questioned closely by a young freshman 
congressman from nearby Whittier, Richard M. Nixon, a 
man destined for. fame and high office because of his 
ability to ferret out subversives. In the course of 
his questioning, Nixon asked Warner what anti-commun- 
ist films Hollywood had produced, The industry titan 
lamely answered none as yet, but that his company had 
one in production, TO THE VICTOR (1948). 


Representative Nixon's query was not lost on the 
film industry. The logical implication of the ques- 
tion was that if the industry wished to prevent fur- 
ther interferences in the form of more investigations 


and damaging publicity, then it had better do more 
than blacklist suspect employees. To prove its patri- 
otism as it had during the war, Hollywood would be 
well advised to generate a product which was accept- 
able to the powers that be in Washington: 
Nixon's implied suggestion was soon followed as the 
major and minor studios began grinding out all types 
of anti-communist films. 


There was also the possibility that producing anti- 
_ communist films might well be good business for rea- 
‘sons other than holding the committee at arms length. 


anti-communist films might attract a substantial num- 
ber of viewers. And attracting viewers, always a 
great concern, was never more important than it was in 
1947. The previous year had been the zenith of the 
industry, as gross revenues topped $1.7 billion with a 
record of 4,127,000,000 admissions. However, the. se- 
curity and self-satisfaction generated by such figures 
soon evaporated. 1947 was the year in which televi- 
sion began to challenge the industry, and attendance 
figures, as well as profits, started downward. Some- 
thing had to be done to entice the prodigal movie fans 
out of their living rooms and back into theaters. ; 


The film industry also suffered from other maladies 
in 1947 beside television, making the HUAC Committee's 
intrusion that much more threatening. The "Paramount 
decision," languishing in the courts since 1938, was 
handed down in late 1946. Though appeals would not be 
exhausted until 1950, the decision put the industry on 
the defensive. The courts directed distributors and 

- producer/distributors to divest themselves of have 
their theater ownership, a severe financial loss, and 
to cease some policies such as establishing admission 
prices and block booking. The first successful inter- 
vention by the government into the affairs of the 


Congressman 


~ Assuming the committee reflected widely held attitudes, 


industry, perhaps a precedent, the “Paramount decision" 


might well have meant eventual economic disaster. 


1947 also witnessed a continuation of labor diffi- 
culties begun in mid-1945. A jurisdictional dispute 
between the Conference of Studio Unions and the Inter- 
national Alliance of Theatrical Stage Employees erup- 
ted in periodic strikes which caused delays in filming. 
Runaway. production costs ("A" pictures were budgeted 
at a minimum of $1: million as average shooting time 
doubled to ninety dayS and wages increased after the 
wartime moratorium) frightened studio heads and inde- 
pendent producers alike who were no longer convinced 
that the star system would assure financial success; 

a fiéw policy of employing stars on a per film basis 
with a salary based upon a percentage of anticipated 
profits replaced the old system-of long-term contracts 
at stipulated salaries. Problems with foreign markets, 
variously estimated as providing between one-fifth and 
one-third of total industry revenues, were also dis- 
turbing. In spite of herculean efforts by the Motion 
Picture Export Association of America and the State 
Department, every European country instituted some 
form of a quota system on imported films, increased 
taxes, and froze distributor assets. The most damag- 
ing of these was the British imposition in August, 
1947, of: a 75% customs duty on the value of each im- 
ported film. A seven-month MPEA-sponsored boycott 
eventually forced a compromise solution but at the 
cost of several million dollars in lost revenues. The 
film industry would ultimately remedy its difficulties 
in foreign markets on terms generally advantageous to 
Hollywood, though in 1947 it appeared that the protec- 
tionist attitude of the Europeans could mean a serious 
dimunition in revenues. 


The combination of the challenge of television, the 
consequences of the “Paramount decision,” labor diffi- 
culties, increasing production costs and the erosion 
of the star system, plus problems with foreign markets 
placed the industry in the most hazardous financial 
position in its history. Hollywood believed that it 
was imperative that it satisfy its critics in govern- 
ment and their sympathizers so it could turn its full 
efforts twoard the vital issue of economic survival. 


ovies which expressed the film industry's recog- 


Main of and response to the cold war came in 
, a variety of forms and guises which can be 
grouped together under four general headings. Common 
to all of the films regardless of category was intense 
chauvinism coupled with strident anti-communism, fac- 
oe pa a content analysis of various productions 
show, 


The first and foremost category includes films 
which are blatantly anti-communist productions, movies 
clearly showing all concerned Hollywood's contempt for 
that foreign ideology. They could be described as 
educational/propaganda movies, films of persuasion 
which informed the public about the goals and tech- 
niques of an international conspiracy, directed from. 
Moscow, which intended to undermine the American way 
of life. Obvious morality plays with the forces of 
good and evil locked in mortal combat, the messages 
were simple, straightforward, and readily comprehen- 
sible to even the densest viewer. 


These films are important to the historian to a. 
great degree because of their educational/propaganda 
function. They put into visual form what heretofore 
had only been described verbally. And as they reflec- 
ted the milieu in which they were made, they also 
aided in sustaining much of that milieu. Hollywood 
cannot be blamed for starting the cold war, but it 


military. 
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does deserve a share of the credit for its perpetua- 
ttion.. Films included in the first category are: THE 
IRON CURTAIN (1948), THE RED MENACE (1949), I MARRIED 
A COMMUNIST (1949), THE CONSPIRATOR (1950), I WAS A 
COMMUNIST FOR THE FBI (1951) WALK EAST ON BEACON 
(1952), MY SON JOHN (1952), and BIG JIM McCLAIN (1952). 
The last three will be examined later in the content. 
analysis. 


The second category of films reflecting the impact 


- of the cold wa¥ on Hollywood are the “hot” war films. 


These productions show America battling with an assort- 
ment of overt enemies who threaten our national secur- 


_ ity, a theme which reenforces and intensifies the mes- 


sages of the morality plays and-the covert enemies of 
the first group. These hot war films go through three 
phases, with the enemy changing in each phase. The 
first phase, beginning in 1948 after nearly a three- 
year moratorium on war films, includes such produc- 
tions as COMMAND DECISION (1948), BATTLEGROUND (1949), 
THE SANDS OF IWO JIMA (1950), and THE HALLS OF MONTE= 
ZUMA (1950). In these our World War~II enemies are 
resurrected. Accustomed to nationalistic propaganda 
films during the war, the public readily grasped the 
new presentation of the heroic American military com- 
batting enemies who, like the current enemy, were best 
known for their stealth and deviousness. Phase II 
came in 1951 with the ascendance of Korean War films 
such as STEEL HELMET (1951), BATTLEZONE (1952), and 
ONE MINUTE TO ZERO (1952)./ Because Korea lacked the 
popularity of World War II, not nearly as many films 
were produced, and most were "B" grade. However, the 
enemy now was militant communism, and the viewer did 
not have to rely on leftover symbolic enemies. On the 
contrary, our one-time enemies were now our allies, 
and Hollywood began casting them in a more favorable 
light: witness the laudatory treatment of Rommel in 
DESERT FOX (1951) and the resulting outcry by some who 
objected to the new approach... Phase III, Russia and 
China as the hot war enemies, never fully materialized 
in film, for it had not in real life. The potential 
did exist, however, and that potential is-suggested in 
HELL AND HIGH WATER (1954), 


A sub-grouping of films within the larger category 
of hot war productions is also relevant. These are 
the pro-military movies in which Russia is the un- - 
spoken enemy for whom we must be prepared. The. best 
preparation, or so the public was informed by the 
Eisenhower administration, was airpower, and Hollywood 
bolstered that argument. THE; McCONNELL STORY, STRATE- 
GIC AIR COMMAND, and THE COURT MARTIAL OF BILLY MITCH- 
ELL, all appearing in 1955, as well as BOMBERS B-52 
(1957), JET PILOT. (1957), and, THUNDERING JETS (1958), 
stressed America's need for a strong air force against 
an enemy which at any time might shift its attack from — 
subversion and infiltration to direct conquest. Like 
the hot war movies, these paeans to air power were 
made in cooperation with the Pentagon, thus assuring 
Hollywood that it would have at least one friend, and _ 
a powerful friend at that, in Washington. What better 
way could Hollywood trumpet its patriotism than by 
paying homage to the military? hPa ; 


tc but still reflecting a trenchant cold war 

mentality, are those- films labeled as science 
fiction. The so-called science fiction productions 
which symbolically mirror the cold war are interesting, 
as were the blatant morality plays of Group I, because 
of their educational/propaganda nature. Though the 
subject matter, an enormous beast or mutated giant 
ants as in THE BEAST FROM TWENTY FATHOMS (1953) and 
THEM. (1954), might at first seem fantastic, it is pre- 
sented in story tines which are quite plausable to the 
mind unfamiliar with the intricacies of science in the 
atomic age. While the public might not perceive the 
beast or the ants as metaphorical enemies akin to Rus- 
sia, a common interpretation by film critics and his- 
torians, the viewer is clearly taught to be wary of 
inept scientists and to have faith in the FBI and the 
Further, the public is taught to fear atom- 
ic power not only because it can be translated into. 
bombs but because it can affect nature in strange, 
threatening ways. In a nation already fearful of - 
atomic holocaust, such an argument could only intensi- 
fy anxieties while spreading fear and uncertainty. As 
Howard Zinn has noted in a different context, “Atomic 
energy was mysterious, almost supernatural; anything 
connected with it was frightening." 


The fourth category includes those films which, al- . 
though they appear wholly irrelevant thematically to 
any facet of the cold war, do include lines or scenes 
which seem to reflect a cold war mentality. The tech- 
nique of inserting a line or a scene which expressed a 
political: attitude was the very thing HUAC said the 
communists had been doing for years but could not 
document. Illustrative of the insertion technique are 
such things as the introductory scene of SHE WORE A 
YELLOW RIBBON (1949). A standard John Ford-John Wayne 
western, the opening scene showing all kinds of Indi- 
ans riding in groups is accompanied by a narration 
which says that there is a conspiratorial unification 
of red people everywhere against America, and that if 
they are not stopped immediately, it will take a cen- 
tury to defeat them. The symbolism is unmistakable) 
Drawn in broader strokes is Elia Kazan's VIVA ZAPATA 


A third category, somewhat more subtle and symbol- 


. (1952), a film in which the viewer is continually re- 


minded that all revolution is doomed to failure and 
that “a strong people is the only lasting strength of 
a nation." A third.illustration comes from SPRING- 
FIELD RIFLE (1950). Essentially a routine western, 
SPRINGFIELD RIFLE includes a series of lines. arguing 
for the need of a military counter-espionage service. 


One might also.include in this category those films 
which can be interpreted by the skilled critic as ar- 


’ ticulating some sentiment reflective of the cold war 


but which were very likely viewed in entirely differ- 
ent terms by the average viewer. For example, HIGH 
NOON (1952) was thought by most as simply an outstand- 
ing example of an adult western. However, a second 
impression has been offered, that the film is a state- 
ment by Carl. Foreman, its writer, criticizing those in 
Hollywood who failed to come to the aid of their 
friends during the HUAC investigations. A second is 
ON THE WATERFRONT (1954), another Academy Award-win- 
wing film which most saw as an expose of how labor 
unions have been infiltrated by organized crime. 
Others saw it as an effort by its director, Elia Kazan, 
to justify his friendly testimony before the HUAC com- 
mittee. Good films, like good literature, are subject 
to a variety.of interpretations on several. levels, yet 
only the most critical viewer, like only the most cri- 
tical’ reader, will discern the more subtle nuances. 
Nevertheless, while most of the audience might miss 
the analogies in science fiction films, the inserted - 
lines and scenes in others, and the deeper meanings of 
yet. others, that does not mitigate the fact that such 
things do exist and hence deserve: our attention. 
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With these four categories as a general descriptive 
framework of Hollywood's response to and involvement 
in the cold war, I would like to analyze the tech- 
niques, content, and messages of three selected films. 
The three chosen--WALK EAST ON BEACON, MY SON JOHN, | 
and BIG JIM McCLAIN--were -selected primarily because 
of their “enduring” quality.9 By I mean that 
they appear regularly on television, MY SON JOHN had 
the singular distinction of being broadcast two years 
ago during prime time by ABC, a rare happening for any 
film of. such an.age, much less content. A case could 
be made that science fiction and hot war films also 
endure, but I have not found specific ones which re- 
appear with the same frequency as the three chosen. 

- The ones which have not endured fail to do so because 
the subject matter is dated, inappropriate in an age 
of detente, and because the production quality tends 
to be poor. That so many of these col! war response 
films were rushed into production with inadequate 
thought and: support was. bound to affect quality. 
Critics generally panned-them and box office returns 
were poor. Dalton Trumbo, one of the blacklisted 
"Hollywood Ten," exults in the fact that MY SON JOHN, 
a major effort by Paramount, was a financial disaster. 
The implication is that he and his colleagues were re- 
deemed because the public saw through these anti-com- 
munist diatribes and were unimpressed or turned off by 
their messages. I prefer to think that it was because 
the entertainment quality was so inferior that the 

public rejected the films. Any thought the industry 
may have had for exploiting a potentially lucrative 
market was dashed by its own ineptitude. 


The three films in questions were selected for seve- 
ral other reasons besides endurance. They represent 
efforts by major and minor studios; they run the. gamut 
of quality from excellent to mediocre to poor; and — 
they represent obvious and clear respenses to the cold 
war. Also, because they did not rely on symbolism or 
interpretation to convey their messages, the likeli- 
hood of interpretive error or arguments over inter- 
pretation are minimal. That some viewers have con- 
strued the science fiction classic. INVASION OF THE | 
BODY. SNATCHERS (1956) as both pro-McCarthy and anti- 
McCarthy is illustrative of the potential disagree- 
ments which I‘have sought to avoid by selecting films: 
whose messages are straightforward and unequivocal, 

not metaphorical. 

WALK EAST ON BEACON is Louis de Rochemont's contri- 
bution for Columbia Pictures to the visual education 
of Americans about the existence of Russian spies in 
their midst. Already familiar with Russian agents 
(Klaus Fuchs, the Rosenbergs, and others) who had 
stolen atomic secrets, the audience is informed that 
an intricate web persists and that the subject in 
question is high speed calculators and computers. ! 
Authenticity is verified by the use of a script drawn 
‘from a Reader's Digest article, “The Crime of the Cen- 
tury," by J. Edgar Hoover, and, as one would expect, 
is very appreciative of the talents, techniques, and 
exploits of the FBI. The veracity of the film, its 
content, and message is further enhanced by the use of 
neorealistic, documentary techniques such as high con- 
trast black and white film, little-known actors, and 
natural settings. The film has .a narrator, a staple 
of documentaries such as de Rochemont's MARCH OF TIME 
series; the narrator's script is designed to promote 
credibility, These are techniques which were exploit- 
ed effectively by Henry. Hathaway in HOUSE ON 92ND 
STREET (1945), a neorealistic production which docu- 
mented the destruction of a wartime German espionage 
ring by the FBI. Both films were made with the co- 
operation of the FBI which, among other things, per- 
mitted filming in their headquarters and provided 
library footage of events: at work in their laborator- 
ies. The imprimatur of J. Edgar Hoover was even more 
valuable. to the industry than that of the Defense 
Department when it came to blunting criticism. 


Neorealistic production téchniques were also em- 
ployed in crime films, one of Hollywood's most success- 
ful formula types. The similarity in technique and 
iconography between an anti-conmunist movie like WALK 
EAST ON BEACON and crime films like THE ENFORCER (1951 
--also. entitled MURDER, INC.) was likely to lead to an 
overlap in the public mind between the two types. 

‘Russian. spies were given identities very similar to 
gangsters and used comparable techniques, factors 
which enhanced familiarity and believability. The 

- overlap is so strong that WALK EAST ON BEACON is iden- 

tified today in T.V. Guide as a “crime drama." 


examine some selected factors, salient elements 
which appear in this film and many like it. 
First, both friend and foes are personalized, and the 


r schewing any form of plot summary, I plan to 


amorphous communist conspiracy is given identification. | 


The FBI agent is played by that incipient politician 
George Murphy, the only readily known member of the 
cast. Friendly, hardworking and ever vigilent, a veri- 
table Boy Scout grown up, Agent Murphy assures the 
viewer that the FBI uses the most modern methods and 
. apparatus to ferret out the enemy.- The Russian agent, 
a soldier in disguise and according to American tradi- 
tion deserving to be shot, is a sinister, ruthless : 
personification of evil. He is willing to kidnap, 
murder, and commit adultery “to advance the cause" and 
satiate his carnal desires. In a fashion, he could be 
described as an unattractive James Bond type with a 
variety of gimmicks, but America of 1952 as opposed to 
America of 1963 found his amorality/immorality dis- 
tasteful. From another perspective, his characteriza- 
tion and behavidr were comparable to the gangster o 
film and television. Americans working under him if 
either dupes who are murdered when they recognize the 
errors of their ways or intelligent individuals, some 
in positions of trust, who have consciously betrayed: 
their country and deserve to be executed legally. 


In these characterizations and others there is more 
than a hint of anti-intellectualism. There are the 
anti-science attitudes and the anti-intel lectualism 
common to the science fiction genre. Though science/ 
technology might be beneficial and the high speed cal- 
culators are explained vaguely as integral to weapons 
systems, the people in charge, the scientists, lack 
common sense. The principal scientist, Professor 

Kafer, is a dottering old Jewish emigre from Germany 
who is blackmailed because his son is behind the iron 
curtain. His fumbling, absent-minded demeanor recurs 
in many films, notably in THEM (1954), the cold war 
science fiction film. THEM also has James Arness 
playing George Murphy's>part as the trusted FBI agent. 
The parallel between the two films continues, to in-> 
clude the same message: "Trust the FBI and watch. ou 
for deadly monsters who (not which) infest America." 
Another element is a direct attack on the scientific 
and technical capabilities of the Soviet Union. Be- 
cause there are no men of genius in Russia, it is 
necessary for them to steal from the minds of free 


» 


men--"Enslave a man's: body, you enslave his mind," 
Professor Kafer tells us, This was the kind of con- 
ditioning which led the shock and trauma of Sputnik 
when the American public was confronted with the evi- 
dence that Russia was not as scientifically backward 
as was thought. 


MY SON JOHN was Paramount Pictures'/attempt at a 
first class presentation of the dangers of domestic 
subversion. Academy Award-winning director Leo Mc- 
Carey was given a substantial budget, a prominent cast 
led by Helen Hayes and Robert Walker, and. complete 
freedom in writing and direetion to put thé message 
across. Technically, the film is a standard dramatic 
production with only occasional uses of neorealistic 
technique, such as the;scene when John is gunned-down 
on the steps of the Lincoln Memorial in the classic 
gangster mode, Instead of trying to convice the audi- 
ence. that it is watching a true story unfold, in docu- 
mentary fashion, an approach which does not draw the 
viewer into the film, the intention of MY SON JOHN is 
to develop a dramatic production about typical people 
with whom the viewer. can identify and for whom the’ 
viewer can develop considerable empathy.!2 The goal” 
is to draw the audience into the film, to convince 
people that what they were watching could happen to 
them. 


While the technical presentation differs markedly, 
there are certain similarities in content and message 
between WALK EAST ON BEACON and MY SON JOHN. Again, 
the FBI agent. is cast as friendly, helpful, and un- 
swering in dedication. Enemy agents are essentially 
gangsters with foreign accents, but the matter of 
dupes or traitors is pursued in much more depth, The 
traitor John, once the pridé of the family because of 
his education and career in government, is a preten- 
tious, effete, and unfeeling snob who betrayed his 
family and country. The Alger Hiss imagery is very 
clear. «He is contrasted with his two not-so-bright 
but athletic brothers who go off to fight and°die in 
Korea. Whereas anti-intellectualism is only suggested 
in WALK EAST ON BEACON, here it is blatant. The view- 
er is given the inescapable impression that highly 
educated people become traitors, possibly homosexuals, 
whereas lesser educated, yirile individuals become 
patriots. : 


WALK EAST ON BEACON received critical acclaim be- 
cause of its effective presentation, but MY SON JOHN 
was severely criticized, primarily because of one 
character, Dad--John Jefferson. Whereas Mom, a very 
identifiable figure, is effectively presented as dis- 
traught over the misdeeds of her firstborn, Dad is 


“ drawn as a caricature rather than a character. In- 


stead of an identifiable, typical American father, the 
audience is offered a thick-headed, unloving Archie 
Bunker type. A staunch member of the American Legion 
who has been studying communism yet who betrays his 
ignorance at every turn, John Jefferson stomps about 


-the house, Bible in hand, singing a little ditty: "If 


you don't like your Uncte Sammy, then go back to your 
home o'er the sea." (Translation: “America, Love It 


or Leave It!") A pathetic portrait of a patriot, John © 


Jefferson's ludicrous figure is a futile effort at 
patronizing Legionaires and Fathers. The picture is 
significantly weakened if not destroyed by it. 


Director McCarey, best known for GOING MY WAY 
(1944) and THE BELLS OF ST. MARY'S (1945), adds a new 
dimension in this film, an association of Catholicism 
and anti-communism. The counselor of the family, 
Father O'Dowd, tries to help in the hour of need, and 
Dad finds his justification for anti-communism in his 
Bible. John commits blasphemy by swearing on the fam- 
ily Bible, with which his Father will later strike him, 
and the audience is alerted to the fact that communism 
is a threat to the moral fibre of the country. as well 
as to the national security. 


MY SON JOHN shares with WALK EAST ON BEACON that 
great American film tradition, the happy ending. 
Though slain on the streets of Washington for his re- 
cognition of the evils of communism, the prodigal son 
lives on in a tape-recorded speech. Lest the audience. 
fail to grasp the menace of communism, McCarey hammers 
home the message with John's recorded commencement 
address for his alma mater. The students sit stu:ined 
as the tape plays a Mao-like public confession and a 
warning to the new generation of “intellectuals” to be 
aware of the: blandishments of communism. It is need- 
less overkill, which with the caricature of the Father, 


' undermined the film and helped contribute to its de- 


mise at the box office. 


JIM McCLAIN endures because it is John Wayne 
playing John Wayne. A founder of the anti- 
communist Motion Picture Alliance for the Preservation 

of American Ideals with Leo McCarey, John Ford, and 
others, Wayne produced the film as a personal. state- 
ment. He expressed his admiration for the valor of 
the HUAC committee, “undaunted by the vicious campaign 
of slander launched against them," as the narrator in- 
tones. It is the same type of. unrestrained chauvinism 
Wayne articulated in his best known personal statement, 
THE ALAMO (1960). 


Again we have anti-intellectualism, an untrustwor- 
thy college professor, and communists cloaked in the 
trappings of gangsters. New ground is broken, however, 
by promoting the HUAC committee and its agents as the 
heroes instead of the FBI and by associating communism 
with China instead of Russia. Wayne would continue 
that association later in BLOOD ALLEY ol his 
analysis of the Chinese revolution. Right and justice 
triumph, aided by Wayne's willingness to brawl] with 
enemy agents. 


Clearly the poorest and most inept production of 
the three, BIG JIM McCLAIN appears on television more 
frequently than the others, a tribute to Wayne's popu- 
larity. .An effort by Wayne to express his patriotism 
and faith in HUAC, the film also is a blatant attempt 
to exploit the commercial possibilities of anti-com- 
munism at a time when the producer was in a desperate 
financial condition. A scathing indictment was of- 


L acking even a pretense at sophistication, BIG 


‘fered by Bosley Crowther. "But the over-all mixing of 


cheap fiction with a contemporary crisis in American 
life is irresponsible and unforgivable. No one de- 
serves credit for this film." Accurate perhaps, yet 
BIG JIM McCLAIN-is far.more representative of the 
average cold war, anti-communism film than the other 
two. 


With the censure of Joseph McCarthy in 1954 and a 
more restrained House Committee on Un-American Activi- 
ties, Hollywood breathed a.sign of relief. No longer 
was it necessary to prove its patriotism, and it dis- 
continued producing overtly anti-communist films. The 
impact of the cold war would still be seen in some of 
its products_but not with the frequency and intensity 
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MY SON JOHN 


Enemies Abroad 


Symbolic Danger 


SHE WORE A YELLOW RIBBON 


that was witnessed during the years 1948 to 1954. In 
fact, by 1956 Hollywood would begin to challenge the 
HUAC committee with such productions as STORM CENTER, 

a direct attack on its former nemesis. Simultaneously, 
the Cinemascope effect was bolstering sagging revenues 
as more people were going to movies to see the wonders 
of the new technology: The industry had survived the 
challenge of television and the assault of the HUAC 
committee. No longer under’fire, it could sit back 

and rest on its laurels, safe in the knowledge that ° 
it had once again stifled the threat of official inter- 
vention in its affairs. The dreaded blacklist would 
end, and by 1960 its membership would be back working 
under their own names. It was as if nothing had ever 
happened. Having survived, the industry conveniently 
forgot the price of its survival. 


‘The HUAC Committee under Rep. Martin Dies (D-Texas) 
had first visited Hollywood in 1939, spending a year 
investigating potential communist subversion. The 

‘committee at that time drew something of an equation 
between anti-fascism and pro=communism. 


2hs Charles Higham has noted, “In the Atomic Age, 
audiences wanted even more escapism than they had de- 
manded during the war...." Hollywood at Sunset (New 
York: Saturday Review Press, 1972), p. 6. Consequent- 
ly, from 1945 to 1948 and even to a great degree there- 
after, Hollywood preferred to ignore political and 
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cals and westerns. 


Sreel Plastic Magic: A Rietory of Pilme and Film 
making in America (Boston: Little, Brown, and Co., 
1972), pp. 177-79. 


’see Melvin Small, “*Buffoons and Brave Hearts: Hol- 


lywood Portrays the Russians, 1939-1944," California 
Ristorical Quarterly (Winter, 1973), pp. 327-37. 


SMichael Conant; Antitrust in the Motion Picture 
Industry (Berkeley: University of California Press, 
1960), pp. 84-153, has a thorough discussion of United 


States vs. Paramount Pictures, 334 US 131 (1948). The 


eciston by the Justice Department to attack the mono- 
polistic practices of the film industry was part of 
the Roosevelt Administration's broad anti-trust pro- — 
gram instituted in 1937-38. 


Sthomas H. Guback, The International Filin Industry, 
Western Europe and America Since 1945 (Bloomington: - 
Indiana University Press, 1969), pp. 16036, contains 
an extended description of the foreign economic diffi- 
culties which beset Hollywood in the immediate postwar 
period. 


RED NIGHTMARE 


--Michael J. Jackson 


I am happy to speak openly ‘and, honestly’ 
in an inquiry which has for its purpose the 
reaffirmation of American ideals and demo~ 
cratic processes... 


Our American way of life is under attack 
from without and from within our national 
borders. I believe it is the duty of each 
loyal American to resist those attacks and 
defeat them... 


Our company is keenly aware of its re- 
sponsibilities to keep its product free from 
subversive poisons. With all the vision at 
my command, I scrutinize the planning and pro- 
duction of our motion pictures. It is my firm 
belief that there is not a Warner Brothers 
picture that can be judged fairly to be hos- 
tile to our country, or communistic in tone 


or purpose. 


--Jack L. Warner, Testimony from the hear- 
ings of the House Un- 
American Activities 
Committee, October 20, 
1947. 2 


In 1939 Martin Dies, chairman of the House Un- 
American Activities Committee, first declared that 
Communism was thriving in Hollywood. He asserted 
that “forty-two or forty-three prominent members of 
the Hollywood film colony were either full-fledged 
members of the Communist Party or active sympathizers 
and fellow travellers." In his two-part article in 
Liberty in 1940, he named JUAREZ as an example of a 
film which contained questionable propaganda.': Yet 


- this mention of JUAREZ was not to be construed as a 


full-scale denouncement of Warner Brothers Studio. 
In fact, Dies singled out Warners for praise as be- 
ing very anti-Communist. 


Indeed, anti-Communism was one part of a patriotic 


campaign emanating from the Studio's Hollywood head- . 


quarters. Warner Brothers gave free radio time every 
week on its station (KFWB) to “America Marches On," 
one of the first anti-Nazi, anti-Communist programs 
in the country. Each dramatization featured an af- 
dress by Dr. John R. Lechner of the American Legion, 
and the formal sign-off of the program was the state- 
ment, “Americans are opposed to Nazism, Communism, 
and Fascism." 


After 1945, Nazism and Fascism officially were 
defeated, leaving only one enemy. Hitler’s storm- 
troopers gave way to Stalin's stalwart Red Army, and 
the Hollywood HUAC hearings arose in 1947 amidst the 
new turmoil of the Cold War. Jack L. Warner, Vice- 
President in Charge of Production at the Studio, 
appeared twice before the committee, voluntarily, and 
ag a “friendly” witness. He pledged his allegiance 
to the investigation of the Parnell Thomas Committee 
and his support for the American, anti-Communist way. 
He even promised to initiate a fund to “ship to Rus- 
sia the people who didn't like our American system 
of governgent and who preferred the communist system 
to ours.” 


He declared that “The Warner Brothers interest in 
the preservation of the American way of life is no 
new thing with our company. Ever since we began 
making motion pictures we have fostered American 
ideals and done what we could to protect them..." 
(MISSION TO MOSCOW, the controversial 1943 pro- 
Stalinist picture, was no exception. "This picture 
was made when our country was fighting for its exist- 
ence, with Russia as one of our allies. It was made 
to fulfill the spme purpose for which we made such 
other pictures."”) But if the Warners' loyalty was 
still in question, the Studio proved itself by dis- 
missing twelve of its screenwriters of alleged 
Communist leanings. 


By the 1950's all the Holiywood studios were de- 
monstrating their national loyalty through films 
offering an active anti-Communist line. Some exam- 
ples: MY SON JOHN at Paramount, SILK STOCKINGS at 
MGM, RED PLANET MARS from United Artists, MAN ON A 
TIGHTROPE and PICKUP’ ON SOUTH STREET at Fox. Warner 
Brothers joined the cause with BIG JIM McLAIN in 
1952, in which John Wayne and James Arness battled 
the Communist curse from Washington, D.C. to Hawaii. 
The picture was unique in that it lauded-the activi- 
ties of the House Un-American Activities Committee 
by actually dramatizing a “mock" HUAC proceeding on 
the screen. (John Wayne has to hold Arness in har- 
ness, when his fellow crusader wants to punch out a 
contemptuous, hostile witness who repeatedly resorts 
to ew Amendment when under government ques- 
tions. 


The anti-Communist crusade at Warners continued 
into its production of short films in the 1950's and- 


. ‘60's. While Warners’ press releases exclaimed, 
“Shorts Mean Business: Advertise and Exploit Short 


military issues and to emphasize such staples as musi- 


7another interesting film is the propaganda docu- 
mentary WHY KOREA?, a 195) production of Twentieth 
Century Fex - Movietone News distributed free of 
charge. A classic defense of Truman administration 
foreign policy, WHY KOREA? "documents" how America is 
engaged in far off Korea with the forces of Soviet 


, 


communism. For comparative purposes, see WHY VIET NAM? 
(1965), a Defense Department production which revives 


all of the Cold War rhetoric and analyses. 


America, 1945-1971 (Indianapolis, Ind.: 
The Bobbs-Merril] Company, Inc, , 1973), p. 158. 


9911 appeared in 1952, the high point of Hollywood's 


crusade when over a dozen anti-communist films were 
made. 


Othe theme of Russian spies bent on destruction of 


the West was first pursued in THE IRON CURTAIN (1948), 
a. ludicrous parody of a Canadian-Russian spy case. 

The film also deserves a smal] niche in history as the 
first movie of the cold war era. 


quotation is from an anonymous author in “Focus 
on THEM," Twentieth Century (September, 1954), p. 197. 
The parenthetical statement, not which, was added by 


Subjects to Bring Added Revenue to Your Box Office," 
these patriotic shorts were preplanned at a financial 
loss to the studio--although these professionally 
budgeted works were crucial to Warners’ image as an 
Anti-Communist Crusader. 


One such short was the peculiar RED NIGHTMARE 
(1962, reissued 1965), produced under the personal 
supervision of Jack L. Warner. The clear objective 
of this “educational film" was to make formal alli- 
ance with the Department of Defense Directorate for ’ 
the Armed Forces and Edycationa} Information, the co- 
sponsor of the project. tre 


The cast and credits listed dn RED NIGHTMARE are 
as follows: 


Cast: Jack Kelly: Jerry Donavan; Jeane Cooper: 
Mrs. Donavan; also Peter Brown, Patricia 
Woodell, Andrew Dugan, Peter Buck, Robert 
Conrad, Mike Road, ‘Narrated by Jack Webb. 


Credits: Direction, Jack Waggner; Production, 
William L. Hendricks; Screenplay, Vincent 
Fortre; Photography, Robert Hoffman; Music, 
William Lava; Screen Editing, Folmer Bron- 

_ stead. 


The film opens with a shot of a militaristic town, 


a small city ensnared with barbed wire and covered 
with sandbags. Two soldiers are speaking secretly in 


a droll, Slavic accent, “Americans have too many free- 


doms. It is our prupose one day to defeat these 
bourgeois capitalists." Jack Webb approaches the 

- camera amid this xenophobia to give us a clue to the 
meaning of this short. 


"Frightening, isn't it?" the old detective pat- 
rolman retorts from behind his invisible badge. 
"This town could be in Iowa, California, or 
Tennessee, as American as apple pie and ice 
cream,..Appearances are deceptive. This is 

not an American town. It is assumed that such 
. — exists somewhere behind the Iron Cur- 
ain. 

"It is a town shrouded in secrecy...a college 
town--Communist style. Here they study the eco- 
nomic, political, afd religious heartbeat of 
American institutions. The courses...are ~ 
simple: propagafida as a science, espionage as 
an art, sabotage as a business..,deep in the 
Soviet Union." 


While the opening speech switches to voice-over, 
we see a montage of ordinary American scenes: a col- 


lege campus, a malt shop, a laboratory, a blackboarded 


chassroom, a general picture of a New England college 
--students scurrying with books under their arms--al] 
part of the American stream of life. These are sights 
and sounds from any ancient syndicated television 
show, remains from an earlier decade. The college 
campus looks like Walt Whitman High in Room 222, the 
malt shop might be from an old set from Ozzie and 
Harriet. This town has no peculiarity or eccentrici- 
ty. It is the model of a leftover Eisenhower era 
community--bland, unidentifiable, anonymous. But 
remember: this town is the facade for a Communist 
encampment. Jack Webb is right: “Appearances are 
deceptive." 


Amid- this opening barrage of upside-down images, 
Webb sorts out the truth and puts us at ease, much 
like a CBS correspondent reporting from the confused 
war front. Webb's voice is gutteral and his eyes are 
as unwavering as a sergeant's stare. His hair is 
close-cropped and shaped into mititary regulation. 

He is the ultimate TV cop, Badge 714, and he stands 
strong for law and order. We*have just seen a com- 
munist town, he tells us. Now it’s time to see a 
real American town. 


This is Midtown, another anonymous town, which 
also could be in Iowa, California or Tennessee. It 
has the same drugstore and malt shop, the college 
campus and the Protestant church. It is also the 
home of RED NIGHTMARE's hero, Jerry Donavan. Jerry 
is married and has three lovely children. His big- 
gest problem is choosing between stew and hamburger 
for his workingman's dinner, In his free time away 
from the machine shop, Jerry bowls on Wednesday even- 


ings and has a serious relationship with the TV. 


But Jerry also has a stubborn streak, an individu- 
ality bordering occasionally on the anti-social. For: 
instance, he believes that PTA meetings are a waste 
of time, and refuses to attend them. But more seri- 
ously he squabbles with his eighteen-year-old daugh- 
ter when she announces a plan that disagrees with 
him. "Bill and I. want to get married," she smiles. 
Mother is overjoyed, offering her congratulations 
easily; but Jerry is distressed. He feels that the 
couple should wait four or five years for wedlock. 
The daughter looks teary-eyed, her fiancee dissident. 
A pleasant evening has broken apart by an opposition 
as strong as the battering of two rams. 


On this night Jerry does not sleep easily, and 


fense De; 


JUMP CUT No. 9 


me for emphasis. 


Veeor a discussion of MY SON JOHN which stresses 
the emphasis on the typical, see "Father and .Son--and 
the FBI" by Robert Warshow, The Inmediate Experience 
(Garden City, N.Y.: Ooubleday and Co., 1962), pp. 113- 


Ay York Times, September 18, 1952. 


V4por another analysis of the film industry during 
the cold war, see Russell E. Shain, "Hollywood's Cold 
War” and "Cold War Films, 1948-1952: An Annotated 
Filmography," Journal of Popular Film (Fall, 1974), 
pp. 334-50 and 365-72. The thoroughness and serious- 
ness with which Mr. Shain approaches the subject is 
perhaps~reflected in his filmography which includes 
such movies as AT WAR WITH THE ARMY (1952) starring 
Dean Martin and Jerry Lewis, BOWERY BATTALION (1952) 


starring the Bowery Boys, FRANCIS JOINS THE WACS (1953) 
starring Donald O'Corinor and his irrepressible talking 


mule. Mr. Shain also completely ignores science fic- 
tion films in both his article and his filmography. 


artme 


not just because of the evening arguments. Jack 
Webb approaches with a little devil in his throat. 
He says: “Jerry Donavan in a few minutes will be 
asleep. Let's give Jerry a nightmare, a real, Red 
nightmare. Let's lift it out of the Soviet Union 
and superimpose it on Jerry's home town. We'll see 
how many freedoms Jerry loses when under Communist 
domination." 


An amorphous cloud, a pillar of smoke, some banal 
editing, and we are taken adrift. In Jerry's dream- 
world, Midtown, U.S.A., is under Communist seige and 
subjugation. Yet poor Jerry remains strangely obli- 
vious to the change until almost all of his precious 
freedoms vanish away. All of a sudden, he needs a 
permit to telephone his wife. Armed guards patrol 
the streets--in frightful reenactment of the opening 
scene, 


A fat commissar pulls his jeep up to a crowd 


' gathered around the downtown park. He advises that 


"when the moral fiber of America weakens and the 
economics of competitive capitalism collapse, it 
will be your responsibility to purge the reactionary 
system and conform to the dictatorship of the -pro- 
letariat." The crowd listens intently. 


Other parts of Jerry's orderly life have been 
altered also. Doting Mrs. Donavan has become a cy- 
bernaut, never betraying her woodén stare. Jerry's 
older daughter is forced away by brusque military 
police, as she has volunteered ‘to attend a Workers* 
Agricultural School. Further, this daughter expresses 
no regret, but mumbles something about the decayin 
family unit. 


Even the younger Donavan scions are sapped-of-life 
Halloween goblins. They refuse to attend Sunday 
school, but pack. aggressively for their sojourn tc a 
state-operated school. When Jerry desperately drags 
his chéldren to the Presbyterian church, he finds it 
converted to a state museum, The curator is a squat, 
man with a black moustache and black eyes and a dis- 
tinct resemblance to Stalin! Jerry's hostility fin- 
ally is beyond control. He smashes a valuable museum 
piece*to the floor and he is hustled away by forceful 
guards, 


Jerry's trial is'a microcosm of Justice, Communist 
style. Jerry, the accused, is not even allowed a 
seat. He has no defense, no written indictment, only 
signed accusations and a jury that looks like the 
decidedly unsympathetic front line of an opposition 
football team, They hulk impassively while the 
shrewd district attorney twists and molds the case. 
Jerry is convicted in this kangaroo court--convicted 
of subversion, deviation, and treason. He lands in 
jail. 

As in many famous Hollywood scenes, Jerry sits 
tied to a chair, with a pendant light swaying ominous- 
ly across his eyes. A sadistic guard circles around, 
intimidating him to confess other names in the under- 


‘ground conspiracy. But Jerry refuses to squeal, ma- 


ligns the Communist system for his Last Request. He 
is shot helplessly in the head to climax the Red 
Nightmare. 


This dream narrative allows the Warners filmmakers 
to pile together every surrealistic stereotype of 
life under the Communist state. There is no bill of 
rights, no choice of religion--no religion at all!, 
no right against illegal searches, no freedom of 
speech and choice, no freedom to criticize the state. 
Further, there is no civil law; the state decides who 
lives and dies. 


The party members have no warmth, only a dedica- 
tion to the ideal state; they are shiftless, pusi- 
lanimous, and petrified. The people under their 
dominsation are similarly cold, hypnotic, and unmer- 
ciful; they betray, their husbands and send their 
children to labor camps. These Communists are uni- 
cellular; they only have one goal, to maintain the 
state while destroying the capitalist, bourgeois 
system, 


Overcoming his dismal nightmare, Jerry awakens to 
Midtown morning. He marches down the staircase in 
high fashion, full of love and humanity. He kisses 
his wife as if the marriage ceremony were being reen- 
acted. And Jerry now chooses detente in place of 
last night's stubbornness. After breakfast, Jerry 
meets with his daughter and. her fiancee to discuss 
the marriage plans anew. It seems that Bill is join- 
ing the service, so the betrothal can be postponed 
for a time, though not quite for so long as original- 
ly proposed by Jerry. But a compromise is on hand, 
and Jerry Donavan is delighted with it. 


Our hero has truly “awakened," for he knows the 
meaning of living freely without suppression. In 
America alone,-this can be done, Jack Webb explains: 
“Freedom must be earned." With this knowledge, Jerry 
has become an American at last. He has returned from 


his "Mission to Moscow." 
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JUMP CUT No. 9 


The last two minutes of RED NIGHTMARE contains 
another montage paean to American freedoms: freedom 
to have simple pleasures, to educate, to vote, to 
come and.go, to own property, to marry, to study and 
learn, to have a career, to speak. It is the freedom 
found in the hypnotic, star-spangled music that sounds 
the vary last shot: grinning militia men of every uni- 
form walking arm in arm down. the steps of the nation's 
capital. A hundred versions of Bill, Jerry's future 
son-in-law. America's future. ‘ ar 


In 1975 RED NIGHTMARE seems, of course, a stupid 
and silly film, but it is too important a document 
to banish to the vaults of the Congressional Library. 
It should be watched and recalled as a statement from 
Warner Brothers Studio and as a personal project of 
Jack L. Warner. Surely it is easy to sentimentalize 
Warners for I AM A FUGITIVE FROM-A CHAIN GANG, CASA- 
BLANCA, and other commendable political works. But 
just as surely RED NIGHTMARE was not a dream in the 
Warners repertoire. 


RESOURCES 


--William Van Wert 


This article is designed primarily for film stu- 
dents and teachers, but it should also be of inter- 
est to anyone who is more than a casual film viewer. 
Between every fiim and its potential viewer is an 
invisible and complex screen: a network of rental 
and distribution outlets. This is as true for 35mm 
prints passed on from major studios to syndicated 
movie chains as for 16mm prints that are distributed 
for religious groups, clubs and college campuses. — I 
will ‘focus on the latter. The underlying assumption 
is that much of the economics and politics of film 

-lies in this invisible realm of rental and distribu- 
tion outlets. Unfortunately, the way in which films 
in 16mm, are. usually: rented is based on chance and 
ignorance; a teacher, for example, may decide to use 
a certain film in a class. The teacher informs the 
school's audio-visual department; based on whatever 
film catalogues that department has on hand, the 
film is rented. What goes unnoticed in the process 
is the fact that there may be several-sources for 
the film and several possible rental rates. Being 
aware of those alternate sources and possible rates 
becomes a question of economic and political aware- 
ness. The intermediary network of rental and distri- 
bution outlets should be visible to everyone. 


There are basically four types of sources for 16mm 
films, excluding for the moment so-called educational 
films, which may come from corporation libraries or 

overnment agencies. Those four sources are: 

th) commercial film distributors, (2) university . 
film libraries, (3) community or public libraries 
and (4) foreign embassies and consulates. The use 
of the last two is limited, so they will be discussed 
first. 


Films housed in public librariés are usually for 
private and personal borrowing, not for groups such 
as the YMCA or a college class. Such collections 
may carry a few feature films, usually American, 
older, black-and-white films: CITIZEN KANE and THE 
GRAPES OF WRATH would be examples. More likely, 
they have classics: from the silent era (Chaplin 
shorts, Laurel and Hardy, Buster Keaton, etc.), se- 
lected documentaries (THE RIVER, THE CITY, NANOOK OF 
THE NORTH, etc.), selected American experimental 
short films and perhaps a couple of foreign-made 
shorts (LES MISTONS, LA JETEE, THE RED BALLOON and 
AN OCCURRENCE AT OWL CREEK BRIDGE are commonly ‘ 
found in such coHections). 


Foreign.embassies and consulates are most useful 
for films which are not inthe public domain. If a 
film is in commercial distribution in this country, 
these embassies and consulates can help to indicate 
~ where and for how much. Less frequently but more 
importantly, these embassies and consulates can- some- 
times provide you with films that have never been 
distributed here or that have not yet been distri- 
buted. For example, two years ago I saw a series of 
Brazilian Cinema Novo films at Indiana University 
that-had been provided by the Brazilian Embassy. 
There was no other way I could have seen them, since 
most of them were not in commercial distribution. 

At another time, I found the Japanese Embassy help- 
ful with films where Toho, a commercial distributor 
for such films, was not helpful. It often happens 
that the smaller nations' embassies and consulates 
turn out to be the most helpful. 


Still, the bulk of film rentals remains with com- 
mercial distributors and university film libraries. 
Here the question of economics and politics is cru- 
cial. The first step toward awareness comes with 
the acquisition of catalogues, They are available 
for the asking, mailed upon request, usually free or 
for a minimal charge. : 


Probably the best source for address of film com- 
panies is James Limbacher's Feature Films on 8mm and 
16mm (5th Edition/New York: R,R. Bowker Company, 
1975). Unfortunately, either because of Limbacher's 
inaccuracies or because of the rapidity with which 
film companies go out of business or change addres- 
ses, you won't get the catalogues even after sending 
* for them. For example, I used Limbacher's book and 
sent® away for eighty-five catalogues that I did not 
previously have. I still have not received any 


‘Leo C. Rosten, Hollywood: The Movie Colony, The 
Movie Makers, p. 145. 


2 Ibid. » Pp. 152. 


SReid Rosefelt, "Celluloid Sedition? The Strange . 
Case of. the Hollywood Ten," The Velvet Light Trap, 
No. 11, Testimony from the Committee on Un-American 
Activities, Hearings Regarding the Commmist Infil- 
tration of the Motion Picture Industry, Eighteenth 
Congress, ‘1947, p. 8. 


Snake One, Vol. 2, No. 4, Testimony from the 
House Committee on Un-American Activities, Hearings 
Regarding the Communist Infiltration of the Motion 
Picture Industry, Eightieth Congress, 1947, p. 8. 


Sibid., p. 8. 


answer from over forty of the companies. Of the re- 
maining forty-five, eleven so far have come back to 
me “returned to sender" for incorrect addressing | 
(Cine Service Vintage Films, Media International, 
Silent Cinema Service, Monument Film Corporation, 
Cinema Ventures, Ma-Kor Films, Filmmakers’ Library, 
Center Cinema Co-Op, Solidarity Films, Radim/Film 


_ Images and Entertainment Films). So, you have to 


put. up with a few wasted stamps and some frustration 
in this venture. 


But reading through these catalogues lets you 
know the number of films offered by a particular 
source, the kind of films offered, and, most impor- 
tantly, the rental prices. You soon become aware of 
patterns. For example, silent films are usually 
cheaper than sound films; black-and-white films are 
cheaper than color films; feature films (so-called 
fiction films) are cheaper than documentary films or 
experimental films; and American films are cheaper 
than foreign films of the same time period. You 
begin to see that genre. films can often be rented 
for $50 or less, unless they have a kind of cult 
following: PSYCHO and INVASION OF THE BODY SNATCHERS , 
for example, still rent for $100 and over. You find 
out that Akira Kurosawa's films can be gotten from 
Macmillan Audio/Brandon or’ from Toho, that Corntem- 
porary McGraw-Hill handles Godard's early films 
(1959-1965), while New Yorker handles his later 
films (1967 to 1972). One finds that New Yorker and 
Hurlock Cine-World distribute most of the Brazilian 
Cinema Novo films, that New Yorker has the largest 
collection of third-world feature films, while Tri- 
continental has the largest collection of third-world 
documentary films. Contemporary McGraw-Hill, Mac- 
millan Audio/Brandon and Janus have the best collec- 
tions of classic foreign films, while New Yorker, 
Grove Press and Macmillan Audio/Brandon have the 
best collections of current foreign films. The Muse- 
um of Modern Art, Films Incorporated and Universal 
16 have the best collections of classic American 
films, while Clem Williams, Swank, Twyman and Insti- 
“tutional Cinema Service seem to have basically the 
same offerings of American films; they differ most 
in their current American films. Filmmakers Co-op, 
Canyon Cinema and Creative Film Society specialize 
in experimental films. Budget, EmGee and Kit Parker 
all. seem to compete through their cheaper rentals. 


Such information is both interesting and useful. 
With a careful reading of the catalogues, you can 
begin to make economic and political choices about 
film rentals. For example, why rent I NEVER SANG 
FOR MY FATHER from Columbia Cinematheque at $175 


. when one could rent it from Wholesome for $65 or 


from Macmillan Audio/Brandon for $70? PUZZLE OF A 
DOWNFALL CHILD is $150 at Universal 16 but only $75 
at Twyman. Robert Downey's CHAFED ELBOWS and NO 
MORE EXCUSES are each $135 at Grove Press, while 
they are each $50 at Impact Films. Such savings are 
usually even more dramatic when they involve a com- 


“ parison between commercial distributors and univer- 


sity film libraries. For example, MESHES OF THE 
AFTERNOON rents for $35 at Grove Press, $20 at the 
Museum of Modern Art and $9.50, at Indiana University 
Audio-Visual. THE BLUE ANGEL,which rents from $27.50 
at Budget up to $100 at Janus, rents for only $13 at 
the University of Michigan's Film Library. 


These economic differences seem fairly obvious, 
but they also imply more subtle political differen- 
ces. Sometimes these political differences are in 
keeping with economic gains. For example, Vera 
Chytilova's SOMETHING DIFFERENT rents for $100 from 
Grove Press, which makes no statement one way or the. 
other concerning feminism. The same film rents for 
$100 from Cinema Femina and for slightly less ($90) 
from Impact Films, both of which encourage feminist 
film production. Chytilova's case seems especially 
significant here, since Impact Films informed me re- 
cently that the Czech National Film Office had de- 
cided to (attempt to) recall all of Chytilova's 
films from the U.S., since they found the films to 
be "offensive" to the desired national image ‘in 
their country. Sometimes the choice of a distri- 
butor is more difficult when economic gains and 
political considerations clash. For example, Mary 
Ellen Bute's PASSAGES FROM FINNEGAN'S WAKE rents for 
$75 from both Grove Press and Cinema Femina. There- 
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Saccording to THE SELLING-OF THE PENTAGON, the CBS 
documentary, RED NIGHTMARE was the most ambitious of 
the Department of Defense films. However, many other 
films were made in alliance with the Pentagon. Many 
of these shorts dealt with Vietnam; Jack Webb tells 
of the catastrophe resulting from a pull-out of U.S. 
troops from Indochina in THE ABANDONMENT OF VIETNAM. 
The late Chet Huntley, formerly of NBC news, narrates 
the film, THE AMERICAN NAVY IN VEETNAM. Another 
source of propaganda films arises from the threat of 
world Communist domination. Walter Cronkite, Mr: 
Twentieth Century, discusses the spread of Communism 
over Asia, Europe, and America in THE EAGLE TALON 
(1962). Not only will the earth become one Red 
stronghoid, but James Cagney tells us that the moon, 
the planets, and even beyond will be controlled by 
Communists in ROAD TO THE WORLD. Some other films . 
released through the Office of the Chief of Informa- 


tion are: WHY VIETNAM, RED CHINA'S BATTLE PLAN, COM- 


MUNIST TARGET: YOUTH, OUTLOOK S.E. ASIA, THE COLD 
WAR, ALONE UNARMED. 


in lies the political decision. But the film also 
rents for $30 from the University of California's 
Extension Media Center; therein lies the economic 
decision. On the surface, you would rent the film 
from Cinema Femina rather than from Grove or U-Cali- 
fornia's Extension Media Center for political rea- 
sons: Cinema Femina's feminist stance. But the actu- 
al showing of the film to an audience constitutes a 
political decision too. And because you could rent 
the film twice from U-California for the same price 
that you could rent, it once from Cinema Femina, per- 
haps you're politically justified in renting it from 
U-California, because you'll reach a larger audience. 
Whatever your decision is, you should be aware of 


- the possibilities. _ Because audio-visual departments/ 


services are less likely to have the catalogues of 
distributors like Cinema Femina, Impact, New Day 
Films, Newsreel, Womens' Film Co-Op and Tricontinen- 
tal ‘than those of the larger distributors like Mac- 
millan and Films Incorporated, it's very important 
that you get the catalogues of the former yourself 
ree see to it that your audio-visual services gets 
em. 


A couple brief comments for those who wish to 
start a film society unaffiliated with any univer- 
sity. When renting the films from the distributors, 
the lowest rates are for the following conditions: 
rental for one showing only, unannounced showing, no 
admission charged, audience of less than 100 people. 
If you say that you'll be charging admission, then 
the companies will charge you a higher rate or a 
percentage (about 50% usually) of your receipts. 
Some people get around the letter of the publicity 
restrictions by advertising in the newspaper, on 
the radio, by word-of-mouth, but not having posters 
up at the actual showing of the film. And some 
people don't sell tickets, but take donations at the 
door. Finally, for survival purposes, two things 
may be very important: (1) rent low-budget films in 
the beginning,’ until you get some idea of your usual 
audience size, and (2) pass out a questionnaire at 
the first few showings, asking your audience what it 
would like to see in the future. 


What follows is a comparative filmography of the 
more widely used distributors and some smaller dis- 
tributors with brief (and subjective) comments on 
each. Film rental prices are based on the most re- 
cent catalogues available to me. There may be some 
inaccuracies, for which I would welcome corrections. 
The film rental prices quoted are those for very spe- 
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cific conditions: rental for one time only, classroom 
use, unannounced and with no admission charged. It 
should ‘be noted that certain distributors, like War- 
ner Brothers and New Line Cinema, advertise a base 
rate (usually very high) or a percentage against gate 


receipts (between 40% and 75%), 


the base rate serving 


as a guaranteed minimum in such cases. These distri- 
butors will negotiate their rates for the specific 
conditions listed above. Several distributors list 


sale as well as rental rates. 


Others (particularly 


Janus Films) will offer discounts for package ren- 
tals or series rates. These are explained in the 
catalogues. These catalogues may be the best group 


of free books you'l] ever have. 


CHECKLIST FOR PRIMARY DISTRIBUTORS: 


Arcus Films 

1225 Broadway 

New York, New York 10001 
212/686-2216 


Avco Embassy Pictures Corp. 

1301 Avenue of the Americas 

New York, New York 10019 
212/956-5500 


Budget Films 

4590 Santa Monica Blvd. 

Los Angeles, Calif. 90029 
213/660-1087 


Canyon Cinema Cooperative 

Industrial Center Bldg. 

Room 220 

Sausalito, Calif. 94965 
415/332-1514 


Center Cinema Co-op 
c/o Columbia College 
540 N. Lake Shore Drive 
Chicago, Illinois 60611 
312/644-6824 


Charard Motion Pictures 

2110 E. 24th Street 

Brooklyn, New York 11229 
212/891-4339 


Cine-Craft Co. 

1720 N.W. Marshall 

Portland, Oregon 97209 
503/228-7484 


Cinema Center 

17 Greenings Avenue 

Pittsfield, Mass. 01201 
413A99-1009 


Cinema Femina 
250 W. 57th Street 
New York, New York 10019 
212/581-1318 


Cinema 5 

595 Madison Avenue 

New York, New York 10022 
212/421-5555 


Classic Film Museum 

4 Union Square 

Dover~Foxcroft, Maine 04426 
207/564-8371 


Clem Williams Films 
5424 W. North Avenue 
Chicago, Illinois 60639 
. 312/637-3322 
2240 Noblestown Road 
Pittsburgh, Pa. 15205 
412/921-5810 


Columbia Cinematheque 

711 Fifth Avenue 

New York, New York 10022 
212/751-7529 


Contemporary/McGraw-Hill 

Princeton Road 

Hightstown, N.J. 08520 
609/448-1700 

828 Custer Avenue 

Evanston, Illinois 60202 
312/869-5010 

1714 Stockton 

San Francisco, Calif. 94133 
415/362-3115 


Creative Film Society 

14558 Valerio 

Van Nuys, Calif. 91405 
213/786-8277 

7237 Canby 

Reseda, Calif. 91335 
213/681-3887 


Em Gee Film Library 
4931 Gloria Avenue 
Encino, Calif. 91316 


EYR 

78 E. 56th Street 

New York, New York 10022 
212/755-7274 


FACSEA 

972 Fifth Avenue 

New York, New York 10021 
212/RE-7-9700 e 


The Film Center 

1817 Adams Mill Road, N.W. 

Washington, D.C. 20009 
202/393-1205 


Pilm Classic Exchange 

1926 S. Vermont Avenue 

Los Angeles, Calif. 90007 
213/731-3854 


Films Incorporated 

161 Massachusetts Avenue 

Boston, Mass. 02115 
617/536-1663. 

5625 Hollywood Boulevard 

Hollywood, Calif. 90028 

213/466-5481 

3501 Queens Boulevard 

Long Island City, NY 11101 
212/889-7910 

1144 Wilmette 

Wilmette, Illinois 60091 
312/256-4730 


PilmMakers Cooperative 

175 Lexington Avenue 

New York, New York 10016 
212/889-3820 


Genesis Films 

1040 N. Palmas avenue 

Los Angeles, Calif. 90038 
213/464-0248 

40 West 55th Street 

New York, New York 10019 
212/582-5297 


Grove Press 

Film Division 

53 East llth Street 

New York, New York 10003 
212/677-2400 


Hurlock Cine World 

13 Arcadia Road 

Old Greenwich, ahi, 06870 
203/637-4319 


Impact Films 

144 Bleeker Street 

New York, New York 10012 
212/674-3375 


Institutional Cinema Service 

915 Broadway 

New York, New York 10010 
212/673-3990 

67 East Madison, Street 

Chicago, Illinois 60603 
312/346-7360 


Ivy Film/16 

165 West 46th Street 

New York, New York 10036 
212/765-3940 


Janus Films 

745 Fifth Avenue 

New York, New York 10022 
212/753-7100 


Kit Parker Films 

Box 227 

Carmel Valley, Calif. 93924 
408/659-4131 


Macmillan Audio/Brandon 

37 MacQuesten Parkway So. 

Mount Vernon, N.Y. 10550 
914/664-5051 

512 Burlington Avenue 

LaGrange, Illinois 60525 
312/482-9090 

406 Clement Street 

San Francisco, Calif. 94118 
415/752-4800 


Maysles Films, Inc. 

1697 Broadway, at 53rd St. 

New York, New York 10019 
212/582-6050 


Modern Sound. Pictures 

1402 Howard Street 

Omaha, Nebraska 68102 
402/341-8476, or 
800/228-9584 (toll free) 


Time-Life Films 

46 West 16th Street 

New York, New York 10011 
212/691-2930 


Toho International, Inc. 
834 South LaBrea Avenue 


Museum of Modern Art 

Circulation Diréctor 

Department of Film 

1l West 53rd Street 

New York, New York 10019 
212/956-6160 


National Film Service 

14 Glenwood Avenue 

Raleigh, N.C. 27602 
919/832-3901 


National Film Board of Canada Chicago, Illifois 60604 
1251 Avenue of the Americas 312/922-1530 

16th floor 

New York, New York 10020 


New Day Films 
P. O. Box 315 
Pranklin Lakes, N.J. 07417 


New Line Cinema 

853 Broadway 

New York, New York 10003 
212/674-7460 


213/933-5877 
Trans-World Films, Inc. 


Tricontinental 
244 West 27th Street 
- New York, New York 10001 
212/989~3330 
P. O. Box 4430 
Berkeley, Calif. 94704 
415/548-3204 


Twyman Films 

329 Salem Avenue 

Dayton, Ohio. 45401 
513/222-4014 


United Artists 16 

729 7th Avenue 

New. York, New York 10019 
212/575-3000. 


United Films 

1425 South Main 

Tulsa, Oklahoma 74119 
918/584-6491 


San Francisco Newsreel 

1232 Market Street, Rm. 101 

San Francisco, Calif. 94102 
415/621-6196 


New York Newsreel 

332 7th Avenue 

New York, New York 10001 = ~ 
212/565-4932 


Ohio Newsreel 

P. O. Box 19241 

Corryville Station 

Cincinnati, Ohio 
513/561-6900 


New Yorker Films 

2409 Broadway 

New York, New York 10024 
212/247-6110 


Pictura Film Dist. Corp. ~ 

43 West 16th Street : 

New York, New York 10011 
212/971-1730 


Pyramid Films 

Box 1048 

Santa Monica, Calif. 90406 
213/828-7577 


Radim/Film Images 

17 West 60th Street 

New York, New York 10023 | 
212/BR-9-6653 


RBC Films-Rainbow Pictures 

1040 North Las Palmas 

Hollywood, Calif. 90038 
213/874-5050 


Ronin Films 

43 West 6lst Street 

New York, New York 10023 
212/757-5715 


Serious Business Co. 

1609 Jaynes Street 

Berkeley, Calif. 94703 
415/527-1928 


Shochiku Films of America 
4417 West Adams Boulevard 
Los Angeles, Calif. 90016 


Solidarity Films 

2490 Channing Way, #207 

Berkeley, Calif. 94704 
415/843-7888 


Universal 16 
2001 South Vermont 


213/731-2151 


425.N. Michigan Avenue | 

Chicago, Illinois 60611 
312/882-0513 

445 Park Avenue 

New York, New York 10022 
212/575-9566 


Video Tape Network 

115 East 62nd Street 

New York, New York 10021 
212/759-8735 


Vision Quest 

7715 N. Sheridan Road 

Chicago, Illinois 60626 
312/338-1116 


Walter Reade 16 
241 East 34th Street 


212/683-6300 


Warner Bros. 
Non=theatrical Division 
4000 Warner Boulevard 
Burbank, Calif. 91505 
213/843-6000 
213/843-7280 


Westcoast Films 
25 Lusk Street 


415/362-4700 


Wholesome Film Center 

20 Melrose Street 

Boston, Mass. 02116 
617/426-0155 


Swank Motion Pictures 

393 Front Street sd 

Hempstead, New York 11550 
516/538-6500 


Quank Women's Film Cooperative 
1200 Roosevelt Road ? Valley Women's Center 
Glen Ellyn, Illinois 60137 200 Main Street 
Northampton, Mass. 01060 
7073 Vineland Avenue 413/586~2011 
West Hollywood, Calif. 91605 ts 
213/875-0606 Zipporah Films 
201 South Jefferson 54 Lewis Wharf 
St. Louis, Missouri 63166 Boston, Mass. 02110 
314/534-6300 617/742-6680 


DISTRIBUTOR SUMMARY 


Arcus Filmis: Mostly American films with many of the 
1950's and 60's. Several films in common with out- 
fits like Swank, Twyman and Clem Williams, but at 
cheaper prices. Sample films and rates: BONNIE AND 
CLYDE (55), BULLITT (52.50), COOL HAND LUKE (50), 
DIRTY HARRY (57.50), HIS GIRL FRIDAY (27.50), KLUTE 
(57.50), MONTE WALSH (52.50), SUMMER OF 42: (60), THE 
WILD BUNCH (55). 


Avco Embassy Pictures Corporation: Limited selec- 


tion of interest. Medium priced films. All films 
also available in 35mm. ~ 


BUDGET FILMS: A very good collection of silent 
foreign classics and American genre films from the 
20's through the 50's. Not much modern, but very 
low priced and very reliable on good prints and 
prompt delivery. They're one of many companies that 
has had some recent troubles with copyright laws.. 
Sample films and rates: STAGECOACH (35), YOU ONLY 
LIVE ONCE (25), THE BLUE ANGEL (37.50), FORCE OF 
EVIL (18.75), DARK MIRROR (16.50), LAST LAUGH (27.50), ° 
NOSFERATU (15), THE PASSION OF JOAN OF ARC (35), 
METROPOLIS (25), THE BLOOD OF A POET (27.50), DESTINY 
(25), STRIKE (27.50), VARIETY (27.50), HIGH NOON 
(22.50), MAJOR DUNDEE (32.50). 


Canyon Cinema Cooperative: Like Filmmakers Coop and 


Creative Film Society, Canyon offers a wide collec- 
tion of classic experimental foreign films and clas- 
sic and modern experimental American shorts and fea- 
tures. Very reasonably priced. The problem here is 
reliability and/or availability. It's best to make 
bookings by telephone to be sure. 


Center Cinema Co-Op: A clearinghouse and cooperative | 
distributor for many independent films, especially 

in the midwest. Because the film descriptions are 
provided by the filmmaker, they are often flamboy- 
ant, pompous, biased or useless for bookérs, Best 
bet is to look here after reading about the film 
elsewhere. Reasonable rentals: mostly Sects, heavy, 
on experimental and “personal” films. 


Los Angeles, Calif. 90036 


332 South Michigan Avenue 


. (27.50), STAGECOACH (27.50). 


Los Angeles, Calif. 90007 


New York, New York 10016 


San Francisco, Calif. 94107 
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Charard Motion Pictures: Mostly American films, 
many genre films, reasonable rates. . Sample films 
and rates: BIRTH OF A NATION (52.50), BODY A\D 
SOUL (22.50), .CAUGHT (15), EARTH VERSUS THE FLYING 
SAUCERS (22.50), PORCE OF EVIL (20), THE GOLD RUSH 
(35), REBEL WITHOUT A CAUSE (40), THANK YOU ALL VERY 
MUCH: (30), BULLITT (65). 


Cine-Craft Co.: Reasonable collection of films, 
mostly American popular-appeal films,at very good 
prices. Sample films and rates: THX 1138 (65), THE 
NIGHT VISITOR (50), THE GRADUATE (75), THE AUTOBIO- 
GRAPHY OF MISS JANE PITTMAN (50), PUZZLE OF A DOWN- 
FALL CHILD (75), FARENHEIT 451 (65), YOU PE A BIG 
BOY NOW (50), MADIGAN (75), PSYCHO (125), THE IN- 
‘CREDIBLE SHRINKING MAN (65). 


Cinema Center: Good collection of older American 
films and genre films at reasonable rates. Sample 
films and rates: CHEYENNE AUTUMN (35), THE GOLD RUSH 
(25), HOME OF THE BRAVE (22,50), KISS AND KILL (25), 
THE LEFT-HANDED GUN (27.50), THE NAKED AND THE DEAD 
(27.50), RANCHO NOTORIOUS (37)., RUN OF THE ARROW 


£ 


Cinema Femina: Recently formed, Cinema Femina al- 


‘ready has a very good collection of shorts and fea- 


tures, both foreign and American, made by women 
directors. The rates are also much cheaper than can 
be gotten from other distributors of the same films. 
Sample films and ratés: PASSAGES FROM FINNEGAN’S 
WAKE (75), DAISIES (75), SOMETHING DIFFERENT (100), 
NANA (40), THE WILD PARTY (50), PIT OF LONELINESS 
(75), A VERY CURIOUS GIRL (125), DESTROY SHE SAID 
(100). Additional films by Susan Sontag and others. 


Cinema 5: very small collection of films at outra- 
geous-prices. Sample films and rates: THE GARDEN OF 
THE FINZI-CONTINIS (300), GIMME SHELTER (300), GREAS- 
ER'S PALACE (250), PUTNEY SWOPE (250), RAMPARTS OF 
CLAY (175), WR-MYSTERIES OF THE ORGANISM (250), THE 
TRIAL OF THE CATONSVILLE 9 (225), Z (300). Rates 

for classroom showings may be negotiable, since the 
yates quoted are base minimums against a percentage 
of gate receipts. 


Classic Film Museum: Reasonable collection of silent 
foreign classics, early American films, and a couple 
of directors’ collections (for example, many early 
Hitchcock films). Unfortunately, the rental prices 
are generally higher than those for the same films 
from other distributors. Sample films and rates: 
METROPOLIS (35), M (50), UBERFALL (20), BALLET 
MECHANIQUE and ENTR*ACTE (15), A FAREWELL TO ARMS 
(90), GRAND ILLUSION (100),;, RULES OF THE GAME (100), 
TRIUMPH OF THE WILL (95), OUR DAILY BREAD (82.50), 
POTEMKIN (75), HIS GIRL FRIDAY (62.50), THE EMPEROR | 
JONES (65), SPIES (50). If there is a justification 
for such higher prices, it seems to be the availabil- 
ity of some of the “classics,” which may be hard to 
get elsewhere. 


Clem Williams Films: Standard classic foreign films 
of silent era, many genre films and many relatively 
recent American films with mass appeal or “popular” 
interest. Both in terms of the offerings and their 
rental rates, Clem Williams is very similar to Swank 
and Twyman. Sample films and rates: CAT BALLOU (75), 
COOL HAND LUKE (100), THE HIRED HAND (200), PSYCHO 
(125), THEY MIGHT BE GIANTS (150), ON THE WATERFRONT 


. (35), PUZZLE OF A DOWNFALL CHILD (75), METROPOLIS 


(30), THE BLUE ANGEL (40). 


Columbia Cinematheque:. small collection of current 
foreign films and hard-to-get current.English and 
American films. Their prices are too high, but many 
of the films can’t be gotten elsewhere. Sample films 
and rates: CHINA IS NEAR (100), SUNDAYS AND CYBELE 
(125), HUSBANDS (200), THE L-SHAPED ROOM (100), BAND 
OF OUTSIDERS (125), BEAT THE DEVIL (100), DR. STRANGE- 
LOVE (150), REPULSION (125), CLAIRE’S KNEE (200), 

ONLY TWO CAN PLAY (100), MORGAN (125). 


Contemporary/McGraw-Hill: very good collection of 


foreign films, especially French, from Renoir to 


Godard. Unlike other distributors, their main empha- 


sis is the classroom, so their rates are very reason- 
able. They're also very reliable on print quality 
and delivery. They also have a small collection of 
American.feature films and a large collection of 
American short films, experimental and documentary. 
Sample films and rates: LE DEPART (75), THE MAN WHO 
HAD HIS HAIR CUT SHORT (35), BARREN LIVES (60), 
BREATHLESS (60), PIERROT LE FOU: (75)., CLEO FROM 5 TO 
7 (50), LA COLLECTIONNEUSE (75), LES COUSINS (60), 
THE EARRINGS OF MADAME D (50), HIROSHIMA MON AMOUR 
(75), YOUNG TORLESS (75), MR. ARKADIN (60), THE WAR 
GAME (75), WOMAN IN THE DUNES (75). 


Creative Film Society: very good collection of si- 
lent foreign experimental shorts and classic to cur- 
rent American experimental shorts at cheap rental 
rates. Make bookings and confirmations by phone to 
insure delivery. Sample films and rates: POTEMKIN 
(25), THE CABINET OF DR. CALIGARI (25), METROPOLIS 
(25), VARIETY (25), UN CHIEN ANDALOU (12), LES MIS- 
TONS (20), ANAEMIC CINEMA (5), BALLET MECHANIQUE (7), 
BINARY BIT PATTERNS (7), THE CRAZY RAY (10), ENTR’ACTE 
(8), INVOCATION OF MY DEMON BROTHER (20), THE SEA- 
SHELL AND THE CLERGYMAN (15), THE WAY TO SHADOW GAR- 
DEN (10), CHINESE FIRE DRILL (40), FIREWORKS (15), 
FRAGMENT OF SEEKING (9), Lor IN SODOM (12), METANOMEN 
(12), OFF ON (15), OH DEM ‘WATERMELONS (15), ON THE 
EDGE (5), UBERFALL (10). 

Em Gee Film Library: Very good silent film collec- 
tion, both American and foreign, at prices similar 
to Budget and Kit Parker. Good low-budget outfit. 
Sample films and rentals: ANAEMIC CINEMA (4.50), 

THE SEASHELL AND THE CLERGYMAN (17.50), MENILMONTANT 
(15), THE LITTLE MATCH-GIRL (25), MOTHER (35), NOS- 
PERATU (30), FIEVRE (20), SPIES (35), BACKSTAIRS 
(22.50), LE VOYAGE IMAGINAIRE (75), ARSENAL (32.50), 
LA FILLE DE L'EAU (75), LA ROUE (75) 6 THE EMPEROR 
JONES (45). 


EYR Films: A very small collection of films, mostly 
foreign current films, films which cannot be gotten 
elsewhere. The prices are a little high, as is the 
case with. very small collections, but EYR does have 
special classroom rates, and they are reliable. 
Sample films and rates: LE GAI SAVOIR (100), CALCUTTA 
(100), LION'S LOVE (100), THE EPIC THAT NEVER WAS 
(100). 


FACSEA (French-American Cultural Services and Educa- 
tional Aids): ‘They have a’small but interesting col- 
lection of shorts and features at extremely low pri- 
ces. They're often out of. prints, so it is best to 
order months in advance and reconfirm bookings by 
phone. Sample films and rates: O SAISONS O CHATEAUX 
(6), MONTAGNES MAGIQUES (6), CONTREPOINT (6), LE 
PAUVRE MATELOT (6), LE REGARD PICASSO (6), -LES ANNEES 
25 (6), PARIS LA BELLE (6), BEAUTY AND THE BEAST (10), 
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UBU ROI (10), CINEMA DU DIABLE (10), LES DAMES DU 
BOIS DE BOULOGNE (10), LES CARABINIERS (10) . 


The Film Center: Average collection of moderately 


~ priced American films. Sample films and rates: 


BULLITT (100), CAT BALLOU (100), COOL HAND LUKE ~ 
(100), HOME OF THE BRAVE (20), ON THE WATERFRONT 
(30), REBEL WITHOUT A CAUSE (52.50). 


Film Classic Exchange: A classic misnomer, since 
the collection is.small, unattractive, too expensive 
.and certainly not classic. The only film worth rent-~ 
ing that I saw in their was PIT OF LONE- 
LINESS. 


Films Incorporated: An excellent collection of clas- 
sic American films, packages of directors’ films 
(Ford, Hitchcock, Browning, von Stroheim, etc.), 
probably the best collection of genre films anywhere, 
current foreign and American films. All but the _ 
current films are very reasonably priced, with spe- 
cial rates for classrooms. The current foreign 
films are moderately priced, while the current 
American films are somewhat expensive. Their films 
are of good quality, and their service is prompt, 
reliable, Sample films and rates: CHINATOWN (apply), 
DEATH WISH (apply), THE VIRGIN AND THE GYPSY (150), 
VANISHING POINT (125), WALKABOUT (100), THE LAST 
AMERICAN HERO (175), IF (175), ZABRISKIE POINT (100), 
THE HUSTLER (75), -THEY SHOOT HORSES DON'T THEY (250), 
BLOW-UP (150), DIARY OF A CHAMBERMAID (100), THE 
GODFATHER (apply), ONE-EYED JACKS (65), LOLITA (75), 
CINDERELLA LIBERTY (250), STRAW DOGS (250), THE CON- 
FORMIST (175), SAVAGE MESSIAH (150), OUT OF THE PAST 
(55), BREWSTER McCLOUD (150), THE DISCREET CHARM OF 
THE BOURGEOISIE (250), HAROLD AND MAUDE (200), CATCH 
22 (250), MASH (250), 2001: A SPACE ODYSSEY (350), 
FREAKS. (150), TARGETS (100), THE BOYFRIEND (150), 
ROSEMARY'S BABY (150), DEEP END (150), THE MAN WHO 
SHOT LIBERTY VALENCE (85), ONCE UPON A TIME IN THE 
WEST (125), CRIES AND WHISPERS (350), SHANE (75), 
STALAG 17 (50), THE FRENCH CONNECTION (350). 


Filmmakers Cooperative: Probably the best collection 
of classic and current American experimental films 
anywhere, with films of Anger, Baillie, Bartlett, 


'Brakhage, Breer, Broughton, Downey, Emshwiller, Nel- 


son, Kubelka, the Kuchar brothers, Harrington, Ken 
Jacobs, Jon Jost, Marie Menken, Michael Snow,-Vander- 
beek, Joyce Wieland an@ Andy Warhol. The prices are 
very reasonable too: a rental of $125 is high here. 
The biggest problem is the eccentricity of the Coop's 
director, who is highly unreliable. Confirm and re- 
confirm all bookings by phone. 


Genesis Films: _A very small collection with outra- 
geous prices, Sample. films include THE CONFORMIST, 
LITTLE MURDERS, PANIC IN NEEDLE PARK and THE CONFES- 
SION. Negotiate for classroom rates. 


Grove Press Films: With Macmillan and New Yorker, 
Grove Press has the best foreign film collection. 
Their offerings are current, good but slightly over- 
priced. They sometimes offer package discounts and 
do give consideration to classroom showings. Good 
print quality and very good service. Sample filnis 
and rates: WINTER WIND (150), MANDABI (150), DESTROY 
SHE SAID (150), L*IMMORTELLE (75), THE MAN WHO LIES 
(150), ANTONIO DAS MORTES (150), BOY (150), DIARY OF 
A SHINJUKU BURGLAR (150), WEEKEND (150), WARRENDALE 
(100), SEE YOU AT MAO (100), PRAVDA (100), SOMETHING 
DIFFERENT (100). I have rented several of the above, 
and where the listed rate is $150, I have gotten them 
for $100 for classroom showings. In addition, Grove 
has a fine collection of experimental shorts, both 
foreign and American, including films by Brakhage, 
Breer, Broughton, Conner; all the films of Maya 
Deren; shorts by Alain Resnais, Georges Franju, 

Agnes Varda and Peter Weiss. 


Hurlock Cine-World: For some reason, Hurlock and 
New Yorker have many of the same Brazilian Cinema 
Novo feature films at similar rates. Hurlock other- 
wise has few foreign films, specializing in their 
medium collection in genre films and cheap-rate Amer- 
ican thrillers. Much Roger Corman, some Chabrol, 
some Samuel Fuller are fine. But then they have 
much of directors like Albert Zugsmith, Lesley Se- 
lander, William Beaudine, Edward Bernes and Jean 
Yarbrough that aren't very interesting. Sample 
films and rates: BELLE DE JOUR (175), BLACK GOD 
WHITE DEVIL (150), CABARET (375), DIARY OF A SCHIZO- 
PHRENIC GIRL (100), GRANDE CIDADE (100), THE NAKED 
KISS (50), SHOCK CORRIDOR (50), LA FEMME INFIDELE 
(150), TERRA EM TRANSE (125), THIS MAN MUST DIE 
(150), INVASION OF THE BODY SNATCHERS (125). 


Impact Films: Good collection of modern experimental 
films, Very good collection of films made by women 
and third-world documentaries: films of Vera Chyti- 
lova, Felix Greene, Joris Ivens, Lionel Rogosin. 
Several Czech New Wave films. Excellent prices. 
Sample films and rates: THREE LIVES (75), THE 
CEILING (70), SOMETHING DIFFERENT (50-110), WOMEN 
TALKING (50), MINGUS (50), CHINA (65), INSIDE NORTH 
VIETNAM (65), PEKING OPERA (50), COME BACK AFRICA 
‘(50), CUBA VA! (65), DIAMONDS OF THE NIGHT (100), 
TRANSPORT FROM PARADISE (65), FIREWORKS (15), SCOR- 
PIO RISING (50), CHAFED ELBOWS (50), NO MORE EXCUSES 
(50), GROWING UP FEMALE (80), THE PEOPLE AND THEIR 
GUNS (135). 


Institutional Cinema Service: Basic American films 
at moderate prices. Sample films and rates: BALLAD 
OF CABLE HOGUE (45), BONNIE AND CLYDE (75), BONJOUR 
TRISTESSE (37.50), PETULIA (70), EARTH VERSUS THE 
FLYING SAUCERS (17.50), HIGH NOON (27.50), KING RAT 
(40), ON THE WATERFRONT (30), CAT BALLOU (75). 


Ivy Film/16: Good and growing collection of genre 
films, serials, film noir packages and some foreign 
films. Three films directed by Ida Lupino. . Reason- 
able rental rates and good service. Sample films 
and rates: RAMROD (50), RIOT IN CELL BLOCK 11 (75), 
BODY AND SOUL (75), BRUTE FORCE (50), DARK MIRROR 
(50), DETOUR (75), FORCE OF EVIL (75), NAKED CITY 
(50), PITPALL (34), THE BIGAMIST (75), DIARY OF A 
CHAMBERMAID (75), THE HORRIBLE DR. HITCHCOCK (75), 
JOHNNY GUITAR (95), THE OUTRAGE (75). 


Janus Films: very good collection of classic Ameri- 
can films and classic and modern foreign films, with 
special focus on directors like Bergman and groups 
like the French New Wave. Janus now has a special 
French collection. The only drawback here is the 
rigidity in prices. As the catalogue states for 
classroom use: black-and-white (125), color (160); 
discount rates: black-and-white (100), color (128).~ 
Even at the discount rates, these films are a little 
high. Sample films and rates: BEAUTY AND THE BEAST 
(100), FORBIDDEN GAMES (100), THE GOLEM (100), GRAND 
ILLUSION (100), BLACK ORPHEUS (128), LE BONHEUR 
(128), JULES AND JIM (100), FIRES ON THE PLAIN 
(100), THE 400 BLOWS..{100), KANAL (100), RASHOMON 
(100), LA STRADA (100), UGETSU (100). 


Kit Parker Films: Small but inexpensive collection. 
Good service. Sample films and rates: THE CABINET 
OF DR. CALIGARI (25), THE GOLD RUSH (20), POTEMKIN 
(25), OUR DAILY BREAD (35), FOREIGN CORRESPONDENT 
(25), GRAND ILLUSION (35), I AM A CAMERA (25), M 
(25), SECRET AGENT (30), YOU ONLY LIVE ONCE (25), 
RED NIGHTMARE (10). - 


Macmillan Audio/Brandon: ‘They've always had an enor- 


mous and excellent collection of foreign films from 
all over the world. Now they've expanded both their 
American collection and their experimental collection. 
Their prices have fluctuated in recent years, from be- 
ing very cheap to being moderate. Their prints are 
generally of good quality, and their service is very 
reliable. A good place to start in looking for any- 
thing foreign that's not too recent. For example, 
they have most of Kurosawa's films, most of Fellini's 
films, most of Antonioni's films, and the largest 
collection of Resnais films, Bunuel films, Eisenstein 
films, Welles films. Their experimental collection 
includes classic foreign silent-era shorts and more 
recent Americans like Baillie, Brakhage, Broughton, 
Connor and Nelson. Their prices vary from $45 for 
some of the older features to $125 for some of the 
more recent foreign features. 


Maysles Films, Inc.: Films of the Maysles brothers. 
Directors are available to speak with the films. 
Apply for rentals. Sample films include: SALESMAN, 
GIMME SHELTER, MEET MARLON BRANDO, A VISIT WITH TRU- 
MAN CAPOTE, CHRISTO’S VALLEY CURTAIN, SHOWMAN. 


Modern Sound Pictures: Mostly American films at 
moderate rates. Sample films and rates: YELLOW SUB- 
MARINE (150), POTEMKIN (37.50), BULLITT (75), NIGHT- 
MARE IN RED (15), THE RAIN PEOPLE (52.50), KLUTE 
(75), THE GIRL HUNTERS (52.50), EVEL KNIEVEL (52.50), 
RAIN (37.50), YOU "RE A BIG BOY NOW (52.50). 


The Museum of Modern Art: The place to look for any- 
thing really classic before 1950, including excellent 
collections of Soviet, German, French, Italian, Swed- 
ish, British and American silent films. Good collec- 
tion of early Ford, von Sternberg, von Stroheim, 
Griffith, Hitchcock films. Recent acquisitions have 
mostly been in the area of American experimental 
films like those of Shirley Clarke, Frank Stauffacher, 
the Eames brothers, Brakhage, Broughton, Breer, Con- 
nor, Baillie, Will Hindle, Hollis Frampton, Standish 
Lawder and David Rimmer. In addition to the above 
shorts and features, they also have an excellent 
documentary collection. Even though their prices 
went up a couple years ago, they're still very rea- 
sonable, even cheap. Sample films and rates: THE 
BIRTH OF A NATION (50); INTOLERANCE (50), BLIND HUS- 
BANDS (40), SUNRISE (45), APPLAUSE (50), THE VIRGIN- 
IAN (40). 


National Film Service: american collection of not 
very recent films at low to moderate prices. Sample 
films and rates: COOL HAND LUKE (92.50), CHEYENNE 
AUTUMN (47.50), JESSE JAMES (32.50), REBEL WITHOUT A 
CAUSE (52.50). 


National Film Board of Canada: For rental and/or 
sale. Excellent collection of animation films, docu- 
mentaries and experimental shorts (all of Norman Mc- 
Laren's films), mostly by Canadian filmmakers, at 
very reasonable rates. 


New Day Films: Documentaries and experimental shorts, 
focusing on women filmmakers, third-world problems, 
ethnic groups and political issues. A small but o- 
cellent collection with very good prices. 


New Line Cinema: Relatively new and growing, their 
‘collection has several recent foreign features and 
several off-beat American features. In addition 
there are some packages of shorts, notably two of 
recent films made by women. Unfortunately, their 
prices are outrageous. However, prices are negoti- 
able for classroom use. Sample films and rates: 
BETWEEN TIME AND TIMBUKTU (250), COMING APART (175), 
DREAM LIFE (250), THE GIRLS (200), THE GLADIATORS 
(200), MACUNAIMA (225), OPHELIA (150), PINK FLAMINGOS 
(200), VIVA LA MUERTE (225), WEDDING IN BLOOD (300), 
WIND FROM THE EAST (175), SYMPATHY FOR THE DEVIL 
(250). 


Newsreel Films: ‘Their collection is similar to those 
of American Documentary Films, Tricontinental and 
New Day Films. Small and reasonably priced. Sample 
films and rates: THE RED DETACHMENT OF WOMEN (125), 
VIVA FRELIMO (40), EL PUEBLO SE LEVANTA (50), THE 
WOMAN'S FIIM (50), GROWING UP FEMALE (70), PEOPLE'S 
PARK (25), COLUMBIA REVOLT (50), HUELGA (25). 


New Yorker Films: ‘The best collection anywhere of 
really current French, Italian, Swedish, African, 
Brazilian and Japanese films. Recent acquisitions 
of many German films. For the availability of such 
films, their rates are very reasonable. They were 
also the only distributors in New York that allowed 
me to preview feature films in their offices at my 
leisure. Fortunately, their newest foreign features 
start renting around $150, with a probable discount 
for classroom use. In addition, they have a small 
collection of Soviet and German Expressionist silent 
films. Some of their most recent acquisitions: 
XALA, THE MOTHER AND THE WHORE, THE MIDDLE OF THE 
WORLD, DOT...DOT...DOT, THE TRAIN ROLLS ON, ALI, A 
FREE WOMAN, THE MERCHANT OF FOUR SEASONS, LANCELOT 
OF THE LAKE, BEWARE OF A HOLY WHORE, BITTER TEARS OF 
PETRA VON KANT, DON'T CRY WITH YOUR MOUTH FULL, HUMAN 
TOO HUMAN, THE SUDDEN WEALTH OF THE POOR PEOPLE OF 
KOMBACH. New Yorker has most late Godard, late Oshi- 
ma, all of Alain Tanner, all of Straub, most Berto- 
lucci, Bresson and Rossellini, and all of Sembene. 
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Pictura Films: Many educational documentaries and 
art films. Very inexpensive. For rent or sale. 
Best bets are GUERNICA (15), VAN oe (15), and 
GAUGUIN (15). 


Pyramid Films: For rent and/or sale. Good collec- 
tion of experimental shorts, both foreign and Ameri- 


‘can, and a few feature-length documentaries. Their 


prices are very cheap. Sample films and rates: 
ACTUA-TILT (15), ALL THE BOYS ARE CALLED PATRICK ' 
(18), ARENA (15), CALCUTTA (90), THE CITY (30), 
CORRIDA INTERDITE (15), THE FAT AND THE LEAN (18), 
LA JETEE (25), LES MISTONS (15), MOTHLIGHT (10), 
OMEGA (15), UN CHIEN ANDALOU (15), PAS DE DEUX (15), 
NANOOK OF THE NORTH (25), NIGHT AND FOG revi nee 

RIVER, (15). 


Radim/Film Images: The tito. merged not ago. 
From Radim comes a collection of experimental films, 
mostly American. From Film Images’ comes the interest 
in feature films and among them some very good for- 
eign films. Their catalogue was not available to me 
at the time of writing this, bit I know they are dis-° 
tributing Vera Chytilova’s FRUITS OF PARADISE, for 
example. As far as I know, their rates are very 
good. 


RBC Films--Rainbow Pictersks Small collection of 
very good films at prices that are too high. Excel- 
lent Chaplin collection, including all of the later 


. films, at $125 each?! Other sample films and rentals: 


HEARTS AND MINDS (125), FIVE EASY PIECES (125), THE 
LAST PICTURE SHOW (125), EASY RIDER (125), THE KING 
OF MARVIN GARDENS (100), DRIVE HE SAID {ROOT HEAD 
(75), A SAFE PLACE (75). 


Ronin Films: ‘Their chief interest seems to be dis- 
tributing all the films of Russ Meyer~-at outrageous 
prices: VIXEN (200), CHERRY HARRY AND RAQUEL (175), 
FINDERS KEEPERS LOVERS WEEPERS (175), THE IMMORAL 
MR. TEAS (200), FASTER FASTER PUSSYCAT KILL KILL 
(175), and so on. Meyer's films make up about half 


’ of the films in this very small collection of over- 


priced films. The two best offerings here are 

SUMMER SOLDIERS (250) and I.F. STONE'S WEEKLY (apply). 
Other films include: DANGLING PARTICIPLE (35), FIRST 
POSITION (200), GROOVE TUBE (500), HEAT (300), MONT- 
REAL. MAIN (200) and REEFER MADNESS (50).- 


Serious Business Company: For rent and/or sale. A 


very good collection, divided into four areas: 

films by women, human sexuality films, films for 
children, and experimental films. Their prices are 
very reasonable and the filmmakers represented are a 
nice blend of well-knowns and newcomers, including 
Scott Bartlett, Connie Beeson, James Broughton, 
Bruce Connor, Johanna Demetrakis, Nancy Ellen Dowd, 
Ed Emshwiller, Mollie Gregory, Sharon Hennessey, 
Suzan Pitt-Kraning, Robert Nelson, Carolee Schneeman, 


' Chick Strand, Miriam Weinstein, Judith Wardwell and 


Dorothy Wiley. 


Shochiku Films of America: A small collection of 
not very good feature Japanese films at prices that 
are too high. Several films by Masahiro Shinoda and 
Noburo Nakamura. 


Solidarity Films: No catalogue was available to me 
at time of writing. 


Swank Motion Pictures: Some French features in the 
collection, but mostly American feature films. The 
bulk of the catalogue includes features that are 
widely distributed (Twyman, Clem Williams, etc.), 

but Swank’ has acquired several recent American films. 
Unfortunately, they're distributing them at exorbi- 
tant prices. Sample films and rates: WARHOL'S 
FRANKENSTEIN (450), THE LAST DETAIL (375), CALIFORNIA 
SPLIT (350), THE STING (500), SUGARLAND EXPRESS (200), 
DIRTY HARRY (137.50), SUMMER OF 42 (137.50), THE 
PEDESTRIAN (300), EASY RIDER (300), FIVE EASY PIECES 
(300), THE LAST PICTURE SHOW (300), AMERICAN GRAFFITI" 
(450), BEAT THE DEVIL (100), LE BOUCHER (150), CHLOE 
IN THE AFTERNOON (200), CLAIRE'S KNEE (200), DR. 
STRANGELOVE (150), FAT CITY (200), FRENZY (150), THE 
GETAWAY (300), HUSBANDS (125), IMAGES (175), LITTLE 
BIG MAN (300), MASCULINE-FEMININE (100), THE MARRIED 
WOMAN (100), PSYCHO (125), PLAY IT AS IT LAYS (125), 
SLAUGHTERHOUSE FIVE (300), SUCH A GORGEOUS KID LIKE 
ME (200), SUNDAYS AND CYBELE (125), TAKING OFF (100), 
TRAFFIC (200), WALKING TALL (200), CHINA IS NEAR ‘ 
(100), GATE OF HELL (75). 


Time-Life Films: They're the U.S. distributors for 
British BBC-TV productions. These British imports 
are by far the best things in the collection, but it 
also includes several American classic documentary 
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?ilms and several experimental shorts, all at reason- 
able rates. Sample films and rates: DANTE'S INFERNO 


(45), IMOGEN CUNNINGHAM, PHOTOGRAPHER (25), PRIMARY 


QUILT (75), DUTCHMAN (75), THE LONELINESS OF A LONG- 
DISTANCE RUNNER (100), LORD OF THE FLIES (100), MUR- 
‘MUR OF THE HEART (75), NEGATIVES (55), NIGHT OF THE 
LIVING DEAD (100), ROOM AT THE TOP (55), THE SHOOTING 
(45), SLAVES (45), A TASTE OF HONEY (75), TEOREMA 
(75), THE THIRD MAN (75), THIS SPORTING LIFE (75), 
JAMES JOYCE'S ULYSSES (100). Watch out for print 
quality. 

Warner Brothers: For the name, a surprisingly small 
collection. ‘fhe films are mostly recent. American and 
foreign features, all good, but extremely overpriced 
and so not recommended. Sample films and rates: . 
BADLANDS (300), BILLY JACK (350), BLAZING SADDLES 
(400) , CLOCKWORK ORANGE (400), DAY FOR NIGHT (350), 
DEALING (250), DELIVERANCE (350), THE DEVILS (350), 
McCABE AND MRS. MILLER (350), MEAN STREETS (250), 

THE MILKY WAY (250), O LUCKY MAN (350), PERFORMANCE 
(150), SCARECROW (300), WOODSTOCK (400), SUPERFLY 
(350), SWEET SWEETBACK'S BAADASSSS SONG (300). 


Westcoast Films: Collection of mostly American 
films, usually in distribution elsewhere. Good 
rates. Sample films and rates: BULLITT (65), THE 
CABINET OF DR. CALIGARI (20), COOL HAND LUKE (65), 
THE GOLD RUSH (15), HOME OF THE BRAVE (20), KING RAT 
(35), METROPOLIS (25), PETULIA (64), REBEL WITHOUT A 
CAUSE (52.50). 


Wholesome Film Center: Collection of American films, 
soom good genre films, no really recent films, good 
rental rates. Sample films and rates: WHAT'S UP 
TIGER LILY. (40), SPELLBOUND (25), REEFER MADNESS 
(25), NOTORIOUS (25), M (50), MAJOR DUNDEE (35), 
METROPOLIS (35), LADY FROM SHANGHAI (50), INTOLERANCE 
(50), I NEVER SANG FOR MY FATHER (64), THE GOLD RUSH 
(35), GEORGY GIRL (37.50), ANGRY RED PLANET (32.50), 
EVEL KNIEVEL (35). , 


Women's Film Cooperative: No catalogue available to 
me at time of writing. 


Zipporah Films: Formerly Osti Films, this is an ex- 
tremely small collection. Basically, it's all the 
films of Frederick Wiseman, plus THE COOL WORLD of 
Shirley Clarke. The prices are too high and too uni- 
form. Sample films and rates: ESSENE (125), LAW AND 
ORDER (125), BASIC TRAINING (125), PRIMATE (125), 
JUVENILE COURT (125), HOSPITAL (125), HIGH SCHOOL 
(125), THE COOL WORLD (125); , 


“SUMMARY BY CATEGORY 


The following is a summary of some random. categories 
that the reader might find useful. 


Films by Women: Cinema Femina, Women's Film Coop, 
Serious Business. Company, New Day, Newsreel, 
‘Impact, New Yorker, New Line Cinema, 


Experimental Films: Filmmakers Coop, Canyon Cinema, 
Creative Film Society, Museum of Modern Art, , — 
Grove Press, Macmillan Audio/Brandon, Pyramid, 
Janus, Serious Business Company, Radim/Film 
Images. 


Third-World and Political Documentaries> New Day, 
Newsreel,. Tricontinental, New Yorker, 


Third-World Feature Films: New Yorker, Hurlock Cine- 
World, Grove Press, New Line Cinema, 


Most Recent American Films: Films Incorporated, 
Warner Brothers, Swank. 


Most Recent Foreign Films: New Yorker, Grove Press, 
Janus, Columbia Cinematheque, Impact, Macmillan 
Audio/Brandon, New Line Cinema, EYR. 


Silent. Era Films: Museum of Modern Art, Macmillan 
Audio/Brandon, Classic Film Museum, Films Incor- 
porated. ‘ 


Genre Films: Films Incorporated, Budget, United Art- 
ists 16, Ivy 16, Swank, Twyman, Universal 16. 


Cheapest Rates: Museum of Modern Art, Contemporary 
McGraw-Hill, Pyramid, FACSEA, Budget, Em Gee, 
Kit Parker. 


Most Expensive Rates: Warner Brothers, Cinema 5, 
Genesis, New Line Cinema, Ronin, Walter Reade 
16, Zipporah. 


Best Print Quality: New-Yorker, Grove Press, Museum 
of Modern Art, Janus, Macmillan. ¥ 


Worst Print Quality: Walter Reade 16, Budget, Can- 
yon Cinema, FACSEA. 


| (75), DEATHSTYLES (50), WATERSMITH (35), QUICK BILLIE 


(50), THE CHAIR (50), EDDIE (50), THE BATTLE OF CUL- 
LODEN (50), VAN GOGH (15). 


y Toho International: They have an excellent collec- 
tion of Japanese films, including all of Kurosawa's 
. films and otherwise hard-to-get films, like Teshi- 


SUMMARY BY COMPARATIVE PRICES 


Trans-World Films: Despite their title, their col- a i 3 3 
lection has very few foreign films. They have mostly 4 3 4 
older American films, including some good genre a 
films, at very good prices. Sample films and rates: : 
VICTORY (22.50), HIGH NOON (20), DEAD OF NIGHT (35) AFRICAN QUEEN 70 pe - 2 : 
CAESAR (30), MACBETH (22.50), SPELLBOUND (25), THE BONNIE & CLYDE mss | | | | | | BS] ps] | | Bog 
(35). CABINET/DR. CALIGARI 40] | | | | | | |. Bs 1365 Bo BS] | | | | 
world documentaries and some American documentaries - COOL HAND LUKE 0 65 85 pods2ynodes s2y_ | | | | | | | 60) 
that deal with current political issues. Their rates DIAL FOR MURDER lao ps ps] | | | ps pay bo] 1 
are good. Sample films and rates: BLOOD OF THE CON- DUEL IN THE SUN 45) | psi. | | 
DOR (75), CAMPAMENTO (30), A LUTA CONTINUA (50), THE GOLD RUSH iss) | | | | j27y | 35 | 741350 bofog | BS ps ps5] | po 
MEMORIES OF UNDERDEVELOPMENT (75), WOBOTROS VENCERE- GUNS OF NAVARONE 60 [50 | [25 | 
MOS (10), THE PASSENGERS (75), PROPHET OF HUNGER HOME OF THE BRAVE Bol | | | | | | | | 
(75), TAUW (25), TUPAMAROS (75), VALPARAISO MI AMOR I NEVER SANG...FATHER|70| [75] | | | | [| Iss] pol 
(75), VIVA FRELIMO (35), YO SOY CHICANO (50). KING RAT 40 [32438 (35/35 324374 | | (35) | | Bs] Bs] fo] 
Twyman Films: Large collection of American films, M 
most of them in distribution elsewhere. The service MACHINE GUN McCAIN | |30|374 | [35] | | | | | [ [ f 
is good; the prices are moderate. Sample films and METROPOLIS 4o|_| |. | | | 
4 rates: FARENHEIT 451 (100), UNE FILLE ET DES FUSILS MICKEY ONE tet 
(50), KWAIDAN (100), I NEVER SANG FOR MY FATHER (125), ON THE WATERFRONT 40 [30 |37425 [35 52430 |30|35| j22y | | | | J Boj | Bot | 
THE LAST MOVIE (150), THE LONELINESS OF A I WG-DIS- PETULIA 65 | | | | [ | 
TANCE RUNNER (125), THE LOVES OF ISADORA (125), PRIV- POTEMKIN (374 | | | | | |75] | | | [ | [75] [ |] 
ILEGE (125), PUZZLE OF A DOWNFALL CHILD (75), SHAD- REBEL WITHOUT A CAUSE |45| | 


j United Artists 16: For some reason, they have a very 

large and good collection of cheaply-priced Warner 
Brothers films of the 1930's. They're very good on 

genre films. New foreign films. Prices range from 

very cheap to moderate. Sample films and rates: 

BEAUTY AND THE BEAST (35), THE BIG SLEEP (f00), THE } , 
BRIDE WORE BLACK (125), CASABLANCA (100), BURN (200), Central Arizona Film Coop 

THE GIRL WITH GREEN EYES (125), HAMLET (100), HANG Arizona State University 

EM HIGH (150), A HARD DAY'S NIGHT (125), THE HOSPITAL Tempe, Arizona 85281 
(300), HOUR OF THE WOLF (125), IN THE HEAT OF THE 602/965-7564 

NIGHT (125), THE JAZZ SINGER (75), KING OF HEARTS 
(125), MADEMOISELLE (100), THE ‘MALTESE FALCON (100), 

MARKED WOMAN (35), MURIEL (125), THE MUSIC LOVERS 

| (150), PARK ROW (75), PATHS OF GLORY (125), PASSION 

OF ANNA (125), THE PUBLIC ENEMY (100), THEY DRIVE BY 
d f NIGHT (75), 200 MOTELS (200), WOMEN IN LOVE (150). 


United Films: Mostly American films of not too re- 
cent vintage. Very good collection of genre films 
and good prices. Sample films and rates: THE VIRGIN 
AND THE GYPSY (64), YELLOW SUBMARINE (150), THE GRAD- 
UATE (75), PTA (150), EVEL KNIEVEL (37.50), REEFER 
MADNESS (50), RANCHO NOTORIOUS (37.50), THE WILD ONE 
(30), YOU ONLY LIVE ONCE (35), STROMBOLI (35), YEAR 

i OF THE CANNIBALS (37.50), THE THREE SISTERS (52.50), 
BEYOND A REASONABLE DOUBT (35), CLASH BY NIGHT (35). 


SELECTED UNIVERSITY FILM LIBRARY CATALOGUES ADDITIONAL SOURCES 


American Broadcasting Company 
1330 Avenue of the Americas 
New York, New York 10019 


Academy Films 4 
748 North Seward Street 1 
Hollywood, Calif. 90038 


ACI Productions 
Eleventh Floor fe 
35 West 45th Street: : | 

New York, New York 10036 


Association Films 
600 Madison Avenue q 
New York, New York 10022 


AFL-CIO Education Department 

815 Sixteenth Street , 

Washington, D.C. 20006 . 
| 


Michigan State University 
Instructional Media Center 
East Lansing, Michigan 48823 


University of Nebraska 

Bureau of Audio-visual Instruction 
1600 R. Street 

Lincoln, Nebraska 68508 


Boston University 

School of Education 

Karsker Memorial Film Library 

765 Commonwealth Avenue 

Boston, Mass, 02215 
617/353-3272 


Educational Media Services 
290 HRCB 

Brigham Young University 
Provo, Utah 84602 


University of California 
Extension Media Center 
2223 Fulton Street 
Berkeley, Calif. 94720 


New York University Film Library 
26 Washington Place 
New York, New York 10003 


University of Oklahoma 
Audio-visual Services 

650 Parrinton Oval 109 
Norman, Oklahoma 73069 


Audio-visual Services 
Penn State University 4 Aims Instructional Media Service 
University Park, Pa. 16802 P. O. Box 1010 © 

814/865-0291 . Hollywood, Calif. 90028 
Princeton Film Center Almanac Films 
Box 431 20 East 10th Street 
Princeton, New Jersey 08540 New York, New York 10003 


Indiana University 
Audio-Visual Center 


Universal 16: Very good collection of directors 
Bloomington, Indiana 47401 


films (Mamoulian, von Sternberg, Lang, Anthony Mann, 
Sirk, Hitchcock, Siegel) and very good on genre 
films. Few foreign films. Prices range from cheap 
to moderate. Sample films and rates: THUNDERBOLT 
(50), DISHONORED (50), MOROCCO (75), PHANTOM LADY 
(50), THE HIRED HAND (200), DIARY OF A MAD HOUSEWIFE 
(200), PUZZLE OF A DOWNFALL CHILD (150), TAKING OFF 
(200), GAMES (100), THE LOVES OF ISADORA (150), PRIv- 
ILEGE (125), ZITA (100), THEY MIGHT BE GIANTS (150). 


Iowa State University 
Film Production Unit 
Alice Norton House 
Ames, Iowa 50010 


American Library Association 
50 East Huron Street 
Chicago, Illinois 60611 


Artemis Films 
169 Lexington Avenue 
New York, New York 10016 


Athena Films 
165 West 46th Street 
New York, New York 10019 


Audio Productions 
630 Ninth Avenue 


Syracuse University 
Pilm Library 

Collendale Campus 

1455 East Colvin Street 
Syracuse, New York 13210 


Iowa Films 

Audiovisual Center 

Media Library C-5, East Hall 

University of Iowa 

Iowa City, Iowa 52242 
319/353-5885 


The University of Michigan 
Audio-Visual Education Center 
416 Fourth Street 


University of Southern California 
Division of Cinema 

Film Distribution Section 
University Park 

Los Angeles, Calif. 90007 


Video Tape Network: A growing collection, primarily 
of TV events and news specials, but with some fea- 
tures of interest, at. prices that are too high. 
Sample selections and rates: THE NIGHT OF THE LIVING 
DEAD (135), LORD OF THE FLIES (135), PUNISHMENT PARK 


University of Wisconsin-Extension 
1327 University Avenue 


(135). Ann Arbor, Michigan 48103 New York, New York 10036 

Vision Quest: No catalogue available to me at time Madison, Wisconsin 53701 AV-ED Films 
of. weAting. University of Minnesota 608/262-1644 7934 Santa Monica Boulevard 
Walter Reade 16: small collection, good on American Department of Audio-visual Hollywood, Calif. 90046 
genre films and British Free Cinema films, with Extension =. ' Of Seneeemiveraity Avis Filas 
moderate prices. Sample films and rates: THE BAL- 2037 Uniyersity Avenue, SE Cohteotiant: 4p onder of inpersanoy 2408 West Olive A 

‘ Minneapolis, Minnesota 55455 are: Indiana, Michigan, U. Cali- a 


{ Cony (100), BILLY LIAR (75), THE CASTLE (75), CRAZY 


fornia, and Wisconsin. Burbank, Calif. 91506 


612/373-3810 
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British Broadcasting Company 
630 Fifth Avenue 
New York, New York 10020 


BFA Educational Media 


2211 Michigan Avenue nines 


Santa Monica, Calif. 90404 © 


Benchmark Films 
145 Scarborough Road 
Briarcliff Manor, 109510 


British Information Service 
Film and Publication Division 
45 Rockefeller Plaza 

New York, New York 10020 


Carousel Pilms 
1501 Broadway 
New York, New York 10036 


Castle Films 
221 Park Avenue, S. 
New York, New York 10003 


Columbia Broadcasting System 
383 Madison Avenue 
New York, New York 10017 


CCM Films 
866 Third Avenue 
New York, New York 10022 


‘Cenco Educational Films 
2600 S. Kostner Avenue 
Chicago, Illinois 60623 


Classroom Film Distributors 
5610 Hollywood Boulevard 
Hollywood, Calif. 90028 


Churchill. Films 
622 N. Robertson Boulevard 
Los Angeles, Calif. 90069 


Columbia Picture Corporation 
16mm Sales. Division 

711 Fifth Avenue 

New York, New York 10022 


Coronet Instructional Films 
65 East South Water Street 
Chicago, Illinois 60601 


Louis De Rochemont Associates 
18 East 48th Street 
New York, New York 10017 


Walt Disney Productions 
Educational Film Division 
500 S, Buena Vista Avenue 
Burbank, Calif. 915093 . 


Doubleday Multimedia 
1370 Reynolds Avenue 
Santa Ana, Calif. 92705 


Dynamic Films 
405 Park Avenue 
New York, New York 10022 


Charles and Ray Eames~ 
901 Washington Boulevard 
Venice, Calif. 90291 


The Eccentric Circle 
347 Florence Avenue 
Evanston, Illinois 60204 


Filmmakers Library 
615 N. Wabash Avenue 
Chicago, Illinois 60611 


Films/West 

1522 N. Van Ness 

518 N. La Cieniga Blvd. 
Hollywood, Calif. 90028 


. Pilmwright 
Diamond Heights 

Box 31348 

San Francisco, Calif. 94131 


‘Harvest Films 
309 Fifth Avenue 
New York, New York 10036 


International Film Foundation 
475 Fifth Avenue, Suite 916 
New York, New York 10017 


Interludé Films 
P. O. Box 651 
La Crescenta, Calif. 91014 


Jason Films 
2621 Palisade Avenue 
Riverdale, New York 10463 


Learning Corporation of America 
711 Fifth Avenue 
New York, New York 10022 


Magnum .Films 


72 West 45th Street 
New York, New York 10036 


Metromedia Producers Corp. 
485 Lexington Avenue 
New York, New York 10017 


Metro-Goldwyn Mayer 
1350 Avenue of the Americas - 
New) York, New York 10019 


National Cinema Service 
333 West 57th Street 
New York, New York 10019 


National Broadcasting Company 
30 Rockefeller Plaza 
New York, New York 10020 


National Education Association 
1201 Sixteenth Street 
Washington, DC 20036 


National Education Films 
165 West. 46th Street 
New York, New York 10036 


NET Film Service 

Indiana University 
Audio-Visual Center 
Bloomington, Indiana 47401 


Norwood Films 
916 New Jersey Avenue, NW 
Washington, DC 20001 


Paramount Pictures 
1501 Broadway 
New York, New York 10036 


Progressive Pictures 
"1810 Francisca Court 
Benicia, Calif. 94510 


Psychological Pilms 


205 West Twentieth Street 
Santa Ana, Calif. 92706 


Radio Corporation of America 
RCA Educational SErvices 


Camden, New Jersey 08108 . 


RKO Radio Pictures 
129 North Vermont 
Los Angeles, Calif. 90004 


Peter M. Robeck and Company. 
230 Park Avenue 
New York, New York 10017 


Rothschild Film Corporation 
, 1046 East 18th Street 
Brooklyn, New York 11230 


Roundtable Films \ 
321 South Beverly Drive 
Beverly Hills, Calif. 90212 


Samuel Goldwyn 16mm 

1041 N. Formosa Avenue 

Los Angeles, Calif. 90046 
Sterling Educational Films 
241 East 34th Street 

New York, New York 10016 


Summit Films 
P. O. Box 225 
Vail, Colérado 81657 


Teaching Film Custodians 
25 West 43rd Street 
New York, New York 10036 


Trend Films Corp. 
P. O. Box 69680 
Los Angeles, Calif. 90069 


Twentieth Century Fox Film Corp. 
10201 West Pico Boulevard 
Los Angeles, Calif. 90064 


GUIDES AND Di..e€CTORIES 


Universal Education and Visual Arts 
221 Park Avenue South 
New York, New York 10003 


United Nations 

Pilms and Tv. 
Pistribution Offices 

New York, New York 10017 


UNESCO Publications Center 
317 East 24th Street 
New York, New York 10016 


. United Artists Association 
555 Madison Avenue 
New York, New York 10022 


Universal International Pictures 
100 Universal City Plaza zs 
. North Hollywood, Calif. 91608 


United Productions of America 
440 Lakeside Drive 
Burbank, Calif. 91505 


United States Information Agency 
1750 Pennsylvania Avenue, NW 
Washington, DC 20547 


U.S. National Audiovisual Center 
Natinal Archives & Records 
Washington, DC 20409 


U.S. Office of Education - 
400 Maryland Avenue, SW 
Washington, DC 20202 


United World Films 
221 Park Avenue South 
New York, New York 10003 


Wexler Film Productions 
801 North Seward Street 
Los Angeles, Calif. 90038 


Wolper Productions ' 
8489 West Third Street 
Los Angeles, Calif. 90048 


Wombat Productions 
. 77 Tarrytown Road - 
White Plains, New York 1060 


By far the best two sources for guides and director- 
ies are Feature Films on 8mm and 16mm (James Lim- 
bacher, 5th ed., 1975) and Film Programmer's Guide 

to 16mm Rentals (Linda Artel and Kathleen Weaver of 
Reel Research--P.0. Box 6037, Albany, Calif. 94706). 
The advantage of the Limbacher is that he lists the 
credits (director, stars, studios, etc.). The dis- 
advantage is that there is little cross-listing, many 


gaps in foreign film listings. 


Film Programmer's 


Guide is very thorough on the number of films listed 
but not on the number of sources for each film. 
Nevertheless, I prefer it to Limbacher, ; 


nterview: Julia Reichert and Jim Klein 


s 


--Julia Lesage, Barbara Halpern Martineau, and Chuck 
Kleinhans 


‘ 


New Day Films is a «operative distribution group 
for feminist films, and it has been remarkably suc- 
cessful in creating an alternative for politically 
committed filmmakers. To find out more about New 
Day, we interviewed two of its founders: Julia 
Reichert and Jim Klein, who made GROWING UP FEMALE 
(1971) and METHADONE. (1974, see review and interview 
in JUMP CUT 5). 


KLEINHANS: What is New Day, and. how did it get 
started? 


REICHERT: New Day is now a cooperative for feminist 
films, run by the. filmmakers. .It really started 
with GROWING UP FEMALE, with t...* one film, and 
that's because Jim and I made it in 1971 to be used 
by the women's movement, by organizers, by conscious- 
ness raising groups, and for outreach to get new 
women in the women's movement. So it was very much 
ean organizing film. When we realized it.was a good 
film--which was about a year after it was finished-- 
and we saw it could be used all over the ‘country, 
then came distribution. So what did we do? We went 
to New York. And I carried the film around and - 
showed it to various distributors like Grove Press’, 
McGraw Hill, and so forth. Then they started show- 
ing us contracts and we realized we'd be signing 
away control of the film for 7.years and you only 
get 25-30%. And they'd see the film and it was 
clear they weren't in it for the same reason we were. 
We asked them what would happen if a movement group 
wrote and said they didn't have enough money for the 
rental. The distributors said, "Too bad, they'd 
have to get the money." It was really wrong. We'd 
heard about independent distribution in England, so 
we decided to try to distribute it ourselves. 


LESAGE: What about cooperative distribution at that 
time? ‘ 
REICHERT: ‘The Filmmaker's Coop was’ so into under- 


ground and experimental film that we could see our 
potential audience would never get that catalogue. 


MARTINEAU: And Newsreel? 


REICHERT: Newsreel didn't want the film. Actually 
I should say New York Newsreel. The women in New 
York Newsreel reacted very strongly against it. 
Later a lot of other Newsreel groups picked it up. 


KLEIN: Every single Newsreel but New York’ carried 
it. But when it first came to a national decision 
the other Newsreels hadn't seen it and took New York 
Newsreel's word. 


- REICHERT: Actually when we thought of national dis- 


tribution at first, we thought of Newsreel. That was 
the highest aspiration we had. And there was Ameri- 
can Documentary. Films, too, but we'd heard bad things 
about them. So, it became clear we'd have to do it 
ourselves. So, at that point we had mo money at ail. 
We were still in college and Jim had a year to fin- 
ish. So, we had to go into debt. It is quite expen- 
sive to distribute by yourself. ~ Of course everyone 
said "Forget it;" you'll lose your shirts." 


LESAGE: When was that? 


REICHERT: We decided in spring of 71 and the first 
mailing went out that fall. 


LESAGE: ‘That was the red and blue poster. 
REICHERT: yes. 


LESAGE: 1 remember because we put it on our kitchen 
wall. 


REICHERT: In fact Jim and I printed that ourselves. 
We learned how to run a press to do it and.save 
money. 


KLEIN: It was a@ terrible old movement press. We 
ran 15,000. 


LESAGE: Where did you send it? Ours came to the 
women's house in Bloomington, 


REICHERT: We learned all these things like where do 
you get lists. A lot of names came from contacts 
because I travelled around a lot that spring with 
the film and just asked everybody (like I was doing 
last night at the showing of METHADONE) names and 
addresses of people who might want to use it: teach- 
ers, women's centers, and what not. I went to dif~- 
ferent women's publications and asked for lists. 
Basically I was trying to get a list of the women's 
movement. We typed the whole thing up and’also 
bought some college lists, like of the sociology 
departments at every college in the country. Then 
we had friends and students help us stuff them and 
lick them, We did it ourselves and had boxes full 
of them all over our apartment. I guess you have 
some idea of that with JUMP CUT. 


It's like sending out a net. You don't know what 


Julia Reichert 


you'll get. So we started getting replies, rentals, 
preview requests, mail. The ten prints we had were 
booked up right away and we had to get five more. 
That's when our lab bills started getting really 

high and we didn't have any money to pay them. You 
have to count on that: that you'll lay out a lot of 
money before any will start coming in, We were lucky 
because the guy who ran the lab liked us and the 
film, and he tolerated us not paying right away. 


LESAGE: That mailing came at the right time because 
I was sort of the film person in the women's movement 
in a university town and the poster was sent over to 
my house. TI liked the poster so.I put it up. I re- 


member all that year I'd be getting phone ¢alls about 


films. for women's events and I'd keep recommending 
GROWING UP FEMALE because I had the poster up, even 
though at first I hadn't seen the film. I think your 
film got its greatest exposure then in the school 


“ year 71-72, After that other films started coming 


in and GROWING UP FEMALE went on to a different audi- 
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Jim Klein (1.) during filming of METHADONE 


ence than just campuses. When did it start reaching 
a larger group of people?- 

REICHERT: In 71-72 we were getting 30-40 bookings a 
month, but that was Harvard, Brandeis, Vassar, and 
women's centers. The next year we started noticing 
Y's and churches, nursing schools, technical schools. 


KLEIN: Now it's not many Eastern colleges, but 


- junior colleges, catholic high schools.... 


LESAGE: 
library. 


MARTINEAU: 


REICHERT: That's the best way because then people 
can get it for free. It's no hassle for us. 


In Chicago people get it from the public 


In Toronto, too. 


MARTENEAU: How much do you sell prints to libraries 
for? 

REICHERT: $375. 

MARTINEAU: Is there a different price for women's 
groups? 


REICHERT: Well, we've sold it to movement groups 
for $200-250. We usually sell them a slightly used 
print: one that's been out a few times but is still 
perfectly good. We have a sliding scale on rentals 
_too. The whole first year we were distributing, we 
made hardly any sales. 


KLEIN: One. The New York Public Library saw it and 
immediatgly bought it on the third day we took it 
around. 


REICHERT: And we previewed like mad. 
these libraries up and go out there. 


We'd call 


LESAGE: Libraries have only bought women's films in 
the last year here in Chicago. 


REICHERT: Back then these male librarians would say 
“We're not interested in the subject of women." 
Really that out-and-out! It was just infuriating. 


’ KLEIN: or they would get together a screening com- 


mittee of professional women. 


REICHERT: And they'd say, "Oh, you're just showing 
these down-and-out women who don't have the sense to 
do anything with their lives anyway." So what we'd 
have to do basically is convince them of the worth 
of the women's movement. We'd have to argue femin- 
ist politics with them. Sometimes it worked; some- 
times it didn't. But what started happening after a 
while was that the movement and the film became bet- 
ter known and more accepted. 


The first six months, from fall 71 to spring 72, 
it was just Jim and I, but then wé realized it would 
make sense to have other women do the same thing 


ANATO 


THEAT 


--Demetrius Cope 


In spring 1975, I did some field research on 
black movies as part of my studies at Livingston 
College, Rutgers University. I interviewed the 
manager of a movie house specializing in blaxploita- 
tion films, and 150 people at five distinctly dif- 
ferent theaters about their reactions to black films. 
Although the sampling of my survey was far too small 
to be sociologically valid, from the experience I 
was able to arrive at some tentative generalizations 
which in turn could be used for a more rigorous re- 
search project. 


The theater I was most interested in understand- 
ing was the International Cinema Theater, located 
on Albany Street in New Brunswick, New Jersey. Lo- 
cated in a predominantly working class black commun- 
ity, the audience is almost exclusively working 
class and poverty level blacks. The manager was 
very. cooperative in giving me an interview. Before 
working in New Brunswick for the past year, he had 
managed a movie house in Brooklyn for 25 years. 
According to. him, the International is a “special- 
ized®™ theater, ‘catering to a distinct segment of the 
mass audience, in this case blacks. -Descrihing the 


‘audience aS youhg, ‘he said most of them are from 


lower class families and single. Few families at- 
tend the International. .He believed that some of 
the young people mimic the films and act out a simi- 
liar violence on the street; however, you'll never 
know, he said, the full impact of a movie “unless 


with us. We could share tail Gosts and tasks. 


We-met Amalie Rothschild; in fact we lived in her 

apartment in New York. for two months. She was very 
nice and interested in feminism and in film distri- 
bution, Amalie had just finished If HAPPENS TO US. 
She also had WOO WHO? MAY WILSON. And we saw Liane 
‘Brandon's ANYTHING YOU WANT TO BE, which she was dis- 
tributing herself. So we drove up to Boston to iee. 
her. And we talked to her for a couple of days. 
She agreed -to give the idea of cooperative distr bu- 
tion a try... So.that's when we started New Day F ims. 
All four of us gradually ironed out the natural | rob- 
lems that arose. 


LESAGE: You decided it would be a coop for film ak- 
ers and you wouldn't just be a distributor of wor.en's 
films. 


KLEIN: ‘That came partly from the idea that filmaak- 
ers should distribute their films: particularly ooli- 
tical filmmakers) in order to know their audiences, 
to complete the process. Making the film is just 

the first part. We met a lot of independent fiim- 
makers in New York who were very isolated evoe the 
world and never saw audience. 


REICHERT: It's very much a political decision to 
see filmmaking that way, as a process that includes 


the audience. 


KLEIN: Yes. And it's a hard decision because it 
means making less films. It means the filmmaking 
process is more than getting an idea, getting money 
and finishing a film. It means doing that and then 
going a step farther. 


LESAGE: 
KLEIN: Definitely. 


REICHERT: - yes. It means a tremendous amount to get 
letters from so many of the people who have used our 
films, to get their responses and ideas. And also 
to be able to talk with’ people before they show a 
film to suggest discussion questions or to adjust 
the rental price to their ability to pay.. Or to 
watch, year by year, how the audience for a film 
changes. I've come to realize that a lot of people- 
aren't into that. I used to be more judgemental 
about it. I used to feel any filmmaker, particularly 
a political filmmaker, who didn't want to distribute 
was just off the wall. But now I see some people 
aren't into officé work and keeping a schedule, and 
I guess I have to respect that. 


KLEINHANS: What about the mechanical end of handling 
films and mailings? 


REICHERT: 


But isn't that a high for you? 


There are places that do warehousing. 


They keep all your prints, clean and hot splice them, 


make bookings by phone and mail, send confirmations, 
send bills,and send you a copy so you know who's 
getting it. That makes it possible for us. Other- 
wise we'd be running to the postoffice and doing all 
the paperwork. Ours is called Transit Media in 
Franklin Lakes, New Jersey, and they're really good. 
For mailing lists you have to psych out what your 
potential audience will be. Also you can decide to 
reach an audience if you want. At one point we de- 
cided to try women's prisons-so we did a mailing and 
got a fair response.” Of. course we showed the films 
for free, That's the kind of control you have with 
your own distribution. 


LESAGE: What about audience? Did-the people in New 
Day have the same interest in audience you did? 


REICHERT: Aftex a year of it being the four of us 
we decided to expand. We started screening films 
and everyone had to agree on a film before the coop 
could accept it. We saw JOYCE AT 34 by Joyce Chopra 


“ and Claudia Weill and really liked it. We also felt 


good about the two filmmakers. So in 1973 Joyce and 
Claudia became New Day members. Now we have the new 
films of Amalie and Liane's NOT SO YOUNG NOW AS THEN. 


At our January 1975 coop meeting we made what Jim 
and I feél was a really significant decision. We de- 
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you follow the individual home," where you can ob- 
serve actions behind closed doors. 


Q: Would blacks in this area pay to see white 
movies? 


A: Films of a black nature are made pn a low bud- 
get, therefore the theater can celoensate by 
charging lower admission. - Black films of the 
past had a limited audience because blacks 
didn't have enough money, Therefore, they 
weren't able to get out to see these movies. 
If I show THE STING or THE GREAT GATSBY, I 
won't make a nickel through this theater. 


What values or images do these black films pro- 
‘ject? 


They don't do anything for the.image one way or 
another, except films like CLAUDINE. Fred Wil- 
liamson, Pam Grier and people like that are try- 
ing to get away from meaningless pictures. The 
pictures' impact is diluted because the kids 
are used to seeing sex and violence on the 
screen. It's nothing to them. I hope that they 
will get away from this type of garbage. 


34 


Q: Do the people in New Brunswick protest any of 
‘these black movies? 


A: New Brunswick is not a very socially minded com- 
munity, They have no CORE or NAACP or any or- 
ganization as such which blacks would follow. 


Q: Would you make any money now off of the early 


MARTINEAU: 


JUMP CUT No. 9 


eid-4 to accept a -£ilm by and about men into New Day. 
This came out of several discussions in the past year ~ 
about. our definition of a “feminist film.” What we 
as filmmakers are trying to do is see how sexism 
affects everyone and how it is related.to the social,” 
economic and political institutions that affect all 
people, We ail feel now that feminism encompasses 
thore than “women's issues." So, the film MEN’S LIVES, 
made perfect sense as a feminist film, 


KLEIN: The question of more men in New Day also re- 
quired lots of discussion. It will be interesting - 
to see how this affects the coop in the months to 
come... At our last coop meeting we accepted three 
new films--a real record for us. This came after 
Very lengthy discussion of expanding the size of .the 
coop. These films were YUDIE by Mirra Bank, CHRIS 


AND BERNIE, by Bonnie Friedman and Deborah Shaffer, 


and UNION MAIDS by us and Miles Mogul seque. 


Have you been looking for more films? 
What kind of criteria do you have? 


KLEIN: We don't have any rigid criteria and that's 
a hassle at times because people in the. coop come 
from different places politically and have differ- 
ent political and technical standards. I think that 
what we've come to is that first of all a film has 
,to have a feminist consciousness in one way or ano- 
ther. It has to deal with a feminist issue. Films 
made by women on any subject, or even made about 
women, aren't neccessarily part of what we're doing 
if they don't have a feminist ahalysis. They also 
* have to have a broad enough appeal tHat they can be 
successful as a mass film and not just within the 

, women's movement. 


REICHERT: ‘They have to have some technical profi- 
ciency, but the coop isn't into ware? a film has to 
be extremely polished. 


MARTINEAU: Would you take a fiction film? 


KLEIN: Sure; ANYTHING YOU WANT TO BE is a fictién 
film. It's really based on how useful a film can be. 
That's obviously a political and partly personal 
judgment. Also we don't just sit in a screening 
room and decide. People in the coop take it out and 
show it to classes, women's centers, and other r+ 
and get reactions. 


REICHERT: We really check it out pacha we don't 
trust our sensibilities alone. The othér half of 
the decision is the filmmaker, who has to be someone 
we can work with and we feel is going to be respon- 
sible. 


MARTINEAU: Has anyone challenged you about men in a 
feminist cooperative, from a separatist view? 


REICHERT: ‘Not really. 

MARTINEAU: What happens when you take New Day films 
around? 

REICHERT: you see changes, both individually and in 


groups. I remember I was showing films at an all 
women's group and afterwards a woman came up to me 
who was a Bell Telephone operator. She'd had no con- 
tact with the women’s movement and had been dragged 
to the screening by a friend. She came up to me 
afterwards with this beautiful look on her face, 
like she'@ just realized something. And she said, 
"I never réalized that the women's movement was- 
about change and politics." She was a working woman 
and had never seen any connection between herself 
and the women's movement. It was very clear she'd 
seen herself in the films. 


The other thing that’s very excitiny is when a 
program of women's films is a catalyst in a commun- 
ity. I'd show a series of films and afterwards we'd 
talk about the films and the local situation. You'd 
see people groping and excited--women who hadn't met 
before talking for hours and then deciding to meet 
again. Consciousness raising groups, women!s cen- 
ters, and all kinds of activities around the country 
started with films being a catalyzing force. 


black. films of the 70's? 


A: .MACK, SUPERFLY, and SHAFT would not sell at all 
if they ran again. -Most of the black films to- 
day are good, commercial films, even though “eta 
are terribly low budget films. 


He went on to explain that black people welts to 
see violence before paying to see sex on the screen, 


When I interviewed different audiences, I chose 
five distinctly different theaters: the Menlo Park 
Cinema in a white middle class suburban shopping 
center; the Nassar Street in Princeton, which caters 
to both the rich’and\to working class whites from 
Trenton; the Bleeker Street Cinema in New York City 
was chosen because it appealed to young, hip, white 
professionals and students; and I interviewed black 
students at Livingston College. an evening of Black 
Pride Week during a triple feature of black movies. 


The audience at the International in. New Bruns- 
wick seemed to attend-the movies more and more regu- 
larly than people in the other locations. Of the 30 
interviewed, 10 said they went to the movies twice 
a month and 14 said they saw three or more shows a 
month: much higher than at the other locations. In 
terms of attending martial arts films and black 
films, the-black audiences at the International and 
the-Black Pride Week stugents responded significant- 
ly mote favorably. The students were able to name 
more black films than the International's crowd, 
but both did better than the other audiences. Simi- 
lar and predictable breakdowns were obvious in. nam- 
ing black performérs: at the International, Pam 
Grier and Jim Kelly were mentioned, while at Nassar 
Street, Sidney Portier and Ossie Davis were known. 


The most interesting response from the Interna- 
tional was in reply to “what are your impressions 
of black movies?" I had four categorized responses: 
no impression, exploitive, realistic, and stereo- 
typed. All the other groups interviewed happily 
responded to these categories. However at the Inter- 
national, although I know the people knew the mean- 
ing of the categories, they reponded with words ex- 
pressing feelings, rather than categories. Typical 
replies were: “beautiful; corny; good, but immature; 
white wash; ok; all right; imitation of white films; 
terrifics". 


From the period June.12, 1974 to May 13, 1975, 
the International Theater showed 32 black films, 27 
general commercial films, and 27 martial arts films. 
For a two-month period (October 22 to December 28) 
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JUMP CUT No. 9 
there were no black films at all. The complete 
‘screening list follows below. 


Obviously a much deeper study of audience atti- 
tudes is needed to do justice to the International's 
audience and to understand what films they like and 
why and what-kind of films they would enjoy which 
are not now being made, or shown in their area. One 
conclusion I believe I can safely make, however, is 
this: the International's audience goes to the mov-- 
jes basically for entertainment. They mentioned 

. both martial arts and non-violent movies as films 
they liked, and black films along with sex and 
comedy films. At the other locatfons the audiences 
named types of films which might be more “high brow" 
--foreign, classics, satires, cultural, experimen- 
tal--but they also mentioned entertainment films-- 
loye stories, monsters, westerns and gangsters, 
Actually I suspect that this may just mean that |. 
people at the other locations are more conscious of 
raising their taste for an interviewer (as they 
consistently raised their class position). The 
International audience, in contrast, -is honest abgut 
its taste for movies that are above al] entertaining. 


THE ARENA GOLDEN NEEDLES 
SWEET SWEETBACK'S BARON BLOOD 

BADASSSS SONG 8/21-27 

6/19-75 THREE THE HARD WAY 
THE BLACK SIX FEARLESS FIGHTERS 
MAN CALLED SLEDGE 8/28-9/3 

6/26-7/2 EDUCATION OF 
HANDS OF DEATH _. SONNY CARSON 
MELODY JONES SUPERFLY, T.N.T. 

7/3-9 9/4-10 


BLACK GODFATHER 
AFRICA BLOOD & GUTS 
(AFRICA ADDIO) 


BLACK VOODOO EXORCIST 
SCREAM BLOODY MURDER 


7/10-16 
TRUCK TURNER 
Co-Feature (not known) 9/11-17 

7/17-23 TOGETHER BROTHERS 
TOUGH LEGEND OF HELL HOUSE 
DOBERMAN GANG 9/18-24 ; 

7/24-30 POLICE WOMEN 
BLACK EYE KUNG FU MAMA 
EMPEROR OF THE NORTH 

7/31-8/6 9/25-10/1 

~ RETURN OF THE DRAGON. SAVAGE SISTERS 
CHINESE HERCULES KARATE KILLER 


--Michael Washington and Marvin J. Berlowitz 


There has. been considerable discussion of recent 
blaxpluitation films--violent action films aimed at 
black youth--but hardly anyone has asked the audi- 
ence for those films what they think of them. We 
had the. opportunity to do so in a project begun as 
a social studies class: at City Wide Learning Center, 
an alternative publjc high school, in Cincinnati. 
Nine black students’ gathered together with the two 
of us, who were serving as resource people, to study 
these films. What follows is the result of the 
study. First, some general statements which are 
ours, and not necessarily the students’, are pro- 
vided for background. ‘Then the student's conclu- 
sions are given in a condensed form. Finally, we 
offer a perspective on the students’ work. 


We use a Marxist model to explore the role of 
movies in the social psychology of oppression. The 
Marxist dialectic tends to resolve the controversey 
concerning the active-passive mode of film critic- 
ism, Two observations by Marx in The German Ideology 
are really central: 


The ideas of the ruling class are in every 
epoch the ruling ideas; i.e., the class 
which is the ruling material force of soci- 
_ ety, is &t ‘the same time its ruling intel- 
‘Tectual force. 


It is not so much the social consciousness 
of man which determines his social being 

as it is his social being which determines 
his social consciousness. 


It is essential that these statements be inter- 
preted dialectically rather than mechanically, for 
although the material forces of society are seen as 
primary, their relationship with the cultural super- 
structure is seen as one of interaction and inter- 
dependence. While movies are a reflection of the 
struggle of social forces in the society, they are 
at the same time active forces in the dynamics of 
class struggle. 


The ideas developed by Fanon and Freire on the. 
social psychology of oppression are at the same 
time the most neglected and the most enlightening 
offered by the social sciences.2 Fanon and Freire 
believe that it is not so much the efficacy of the 
brute force of the police state which maintains 
oppression, as it is those numerous mechanisms which 
result in the “self-depreciation” of the oppressed. 
’ Such “self-depreciation” is achieved by the op- 
pressed coming to internalize the image of them- 
selves held by the oppressor. Both Fanon and 
Freire see this being accomplished by the distor- 
tion and obfuscation of. the history, culture and 
achievements of the oppressed, by the distortion of 
their perceptions of their environment and of their 


struggles. 


While the film stereotypes of women, Native 
Americans, the proletariat, ethnic groups such as 
Italians and Asian-Americans. come to mind, here we 
will focus on Afro-Americans. Dr. Alvin F. Pous-~ 
saint, a black psychiatrist, asserts: 


The latest film-inspired events are having 
an insidious effect on young lives. They 


10/2-8 1/8-14 
UPTOWN SATURDAY NIGHT THE KLANSMAN 
CHINESE PROFESSIONALS THUNDERFIST 
10/9-15 1/15-21 
BLACK -SAMSON TRIAL OF BILLY JACK 
BLOOD ON THE SUN HAMMER OF GOD 
10/16-22 1/22=28 
CLAUDINE MACON COUNTY LINE 
-BLIND MAN DILLINGER 
10723-29 
CAGED HEAT 1/29-2/4 
WOMEN IN CAGES want 123 
10/30-11/4 
TONG FATHER 
FORCED TO FIGHT 2/5-11 
~ BLACK HOOKER 
TRICK BABY 
11/5-12 
STING OF DRAGON MASTERS 
ATTACK OF KING FU GIRLS 2ri2-18 
BY 
11/13-19 
NIGHT OF THE STRANGLER FOXY BROWN 
WOMEN AND BLOODY TERROR 
NIGHT OF BLOODY HORROR 2/19-25 


11/20-26 ABBY 


LAST DAYS OF MAN ON EARTH - ee 

FANTASTIC PLANET 
11/27-12/3 2/26-3/4 

BOSS NIGGER 

BUS INVISIBLE FISTS 
12/4-10 


TEXAS CHAIN SAW MASSACRE 955.1) 
MAD MOVIE MAKERS 


12/11-18 ai THREE THE HARD WAY 
THE L 
BIG BAD MAMA HUNT 

12/19-24 CASTLE OF FU MANCHU 
HICKEY & 3/19-25 

12/25-30 STREET FIGHTER 
AMAZING GRACE HONG KONG CAT 
Co-Feature (not known) 

12/31-1/7 3/26-4/1 
BLACK DRAGON T.N.T. JACKSON 


SHAFT IN AFRICA QUEEN BOXER 


are far from being innocent indicators of 
another teenage fad like the Davy Crockett 
or the Batman crazes of a few years ago. 
And in my judgment, these films, especially 
“blaxploitation” films, have their heaviest 
impact on black youths. 


‘Any passive image of black youth is shattered by 
the fact that the irreversible tide of the 1960s' 
"Black Pride” and "Black is Beautiful" movements, 
the cultural manifestations then of the qualitative | 
leap of the Civil Rights struggle, permanently laid 
to rest the archetypical Stephen Fetchit. Now 
Stephen Fetchit has been displaced in the market- 
place by the Superfly archetype, who at least en- 
gages in some form of struggle and occasionally 
does “get over on the man." 


However, black youth are not to be viewed as 
passive vessels in which stereotypes are to be 
poured, but rather as vulnerable to the reinforce- 
ment of deviant, self-destructive tendencies gene- 
rated by their objective state of being oppressed 
and vulnerable to distortions of their reality. In 
the final analysis we must realize that movies can 
equally miseducate as educate. 


The economic crisis in which America now finds 
‘itself has forced the search for new markets into 
hitherto unexplored and/or forbidden territories. 

We now find staunch "cold warriors" expounding the 
merits of detente and trade relations with the 
socialist block. There is a renewed effort to 
penetrate the economics of emerging African nations, 
as well as a parallel emphasis on the Afro-American 
market on the home front. Current developments-in 
the movie industry are merely a microcosm of this 
entire development. The history behind the sudden 
explosion of black films came about as a result of 
financially successful experiments made by the mo- 
tion picture industry to compensate for the economic 
slump in which it found itself. B.J. Mason points 
out: 


That trend began a few years ago when the 
movie industry fell into an economic slump. 
Sagging budgets and high production costs 
shook the old film colony to its roots and 
kept it from competing against new, inde- 
pendent filmmakers. Those who survived the 
widespread unemployment crisis were saved 
by television, occasional musicals and 
grade. B westerns, but almost ‘all the bene- 
ficiaries were white. Black actors, direc- 
tors, producers, and writers either had to 
make do or do without; industry racism and 
skepticism permitted only one Sidney Poitier, 
one Harry Belefonte, or one Sammy Davis, Jr.-: 
to make it--until -1970 when the experimental 
COTTON COMES TO HARLEM was released.4 


Immediately following the success of COTTON COMES TO 
HARLEM, which tapped the previously untested black 
market and grossed more than 9 million dollars, the 
trend in black movies began to develop into what it 
is today. 


. Many whites attempt to shift the indictment for 
blaxploitation films onto. blacks by asking why black 
actors and actresses participate in movies so detri- 


THE DRAGON FIES HARD 


Grier and Markov, THE ARENA 


4/2-8 4/23-29 


ENTER THE DRAGON 
FIVE FINGERS OF DEATH 


BLACK CONNECTION 
SHANGHAI KILLERS 


4/9-15 4/30-5/6 

BLACK GESTAPO STUD BROW 

TEXAS CHAIN SAW MASSACRE BLACK GODFATHER 
4/16-22 5/7-13 

DRAGON SQUAD REVOLT OF THE DRAGON 


BLOOD FINGERS THAT MAN BOLT 


mental to the interests of their own people. The 
question is often a manifestation of white chauvin- 
ism, for fewer white liberals ask similar questions 
of whites working in the so-called defense indus- 
tries, food additive industries, polluting facto- 
ries, etc. They do not see blacks in the entertain- 
ment industry as doubly exploited. Because so few 
blacks have penetrated America's: financial oligarchy, 
black actors and actresses find themselves almost 
exclusively in the role of wage slaves. They also 
find themselves facing an extraordinarily restricted 
market for their talents. Some of them have inter- 
nalized the ideology of the oppressor, often ration- 
alizing their movies as having the function of enter- 
tainment rather than delivering a message. Luci 
Horton. states: 


High-spirited competition is a Hollywood 
tradition, and black actresses are no excep- 
tion. So certain rivalries have developed. 
For instance, one top black actress will 
refuse to appear in the same movie in which 
a contender. is also featured. 


.+.The actresses themselves admit that com- 
petition is stiff and do not deny that 
throat-cutting rivalries exist but they 
accept it all as a natural hazard on the 
gilded ladder to Hollywood success. Pam 


and oO’ Nea! in SUPERFLY 
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Grier says that she and other actresses 
often recommend friends for parts--not the 
leading one, of course--in movies which 
they are featured, but explains: "The black 
actors.and actresses are basically a close- 
knit group--except when it comes to getting 
parts. You gee. when people are starving 
they fight:" 


‘ Soul, a newspaper about black entertainers, had 
this to say about, Ron O'Neal's attitude toward SUPER 
FLY TNT, in which he starred: 


One of the main problems he Ron O'Neal said 
in SUPER FLY TNT was that Sig Shore, a white 
man, is convinced that he knows more about 
blacks and how blacks think than blacks. 

"Sig was committed to making one kind of 

film and I another. In the end it was Shore © 
who had the last say." 


Blaxploitation films--controlled by white capi- 
talist interests--distort black reality. They fea- 
ture the most lumpen, degenerate, criminal elements 
of the black community to the total exclusion of the 
black proletarian majority. They set.forth as an 
ideal for black youth the "hustler," who “gets over 
on the[white}man" with women. And the women are 
shown as degraded by their pimps or at best by the 
most male supremacist relationships. 


The films present any semblance of revolutionary 
struggle in terms of adventurism, tactics of “revolu- 
tionary suicide," one dimensional machismo, and vio- 
lence, They obfuscate black-white unity and ques- 
tions of class struggle by posing all conflicts on 
exclusively racial lines. The street hustler and 
the more “respectable” social climber alike repre- 
sent the most petty bourgeois individualism. Blacks 
involved in organized political struggle are deni- 
grated as buffoons. 


The disparity between the reality of the achieve- 
ments and lifestyle of blacks and their portrayal in 
the media has and continues to reflect culturally 
the social relations which serve to subjugate them. 
The most advanced African civilizations which flou- 
rished while Europeans were still cannibals, the 
heroics of Afro-Americans in armed struggle against 
the Southen slavocracy and in the service of this 
country from the Revolutionary War to the present, 
their brilliant political leadership of the aboli- 
tionist movement, Reconstruction governments, and 
the Black Congressional Caucus, inventions, the 
Black Renaissance, etc., are shamefully reduced to 
the level of Tarzan's adversaries, the black-faced 
Stephen Fetchit archetype, BIRTH OF A NATION, and a 
flood of other criminal slanders,-including Superfly. 


Using historical materialism we can trace the 
change in material conditions which led to the move- 
ment of Afro-Americans from chattel slavery and 
semi-feudalism in the “Black Belt" to the post-war 
migration in which they took their place in the 
urban, industrial proletariat. Ninety-four percent 
of the Afro-American population is part of the work- 
ing class, with fifty percent working in basic in- 
dustry.’ Thus blacks have become an essential part 
of the most advanced social class, the proletariat, 
= is in Marx's terms, “the revolutionary van- 
guard. 


The careers of Dr. Martin Luther King and Malcom 
X represent in microcosm the recent Afro-American 
struggle. Malcom X moved from a narrow position of 
black nationalism based largely upon religious sepa- 
ratism, to a position of advocating unity, prole- 
tarian internationalism, anti-imperialism, and or- 
ganized political struggle. Martin Luther King 
moved from a narrow advocacy of civil rights by 
moral persuasion to organized political struggle, 
proletarian internationalism, anti-imperialism, and 
concrete intervention in labor struggles. These 
trends are paralleled by the upsurge of black cau- 
cuses in labor unions and the drive to organize. the 
unorganized, with special concentration on minority 
workers. A qualitative leap in the t’ack struggle 


" against the forces of imperialism was signalled by 


the participation of our own Anti-Imperialism Move- 
ment. in Solidarity with African Liberation in the 
recent Sixth Pan African Congress. 


The City. Wide class held discussions for approxi- 
mately three months whereupon they decided to spend 
the next three months presenting and exchanging 
their ideas with randomly selected classes in each 
predominantly black high school in the city of Cin- 
cinnati. The taxonomy presented below is a summary 
of their observations and conclusions. The project 
was unique in that the students assumed the dual 
role of subject and researcher. Such a methodology 
not only departs from the mainstream of our social 
sciences in general but is particularly apt for 
oppressed minorities, for they have often been 
studied by those representing the dominant strata 
but the research has often produced little more than 
pejorative speculation. 


SUMMARY OF STUDENT OBSERVATIONS AND CONCLUSIONS: 


Blaxploitation films have two basic themes, both 
of which present false and detrimental ideas about 
basic aspects of black life: the black community, 
the black family, religious and moral training, and 
education. The first type of film glorifies the 
lumpen elements of the black community; the second 
presents the Superhero of Justice idea. When the 
first type of blaxploitation films generated strong 
criticism from black community and intellectual 
leaders, the Superhero theme was presented seemingly 
to counter the objections. The Superhero launches a 
one-man (occasionally one-woman) campaign against 
the dope puShing syndicates preying on the black 
community. However, these Superhero films are fan- 
tastic, presenting unrealistic solutions to genuine 
problems. 


Glorification of Lumpen Elements Theme: 
Movie False Ideas about the Black Family 


SWEETBACK The detrimental effects of totally 
neglecting the family, which has his- 
torically assumed such a key role in 
the black nation, are compounded by 
the debauchery of sex role defini- 
tions assigned to blacks. Sweetback 
emulated the role of the “superméhi- 
al" sexual athlete. For :him, women's 
sole purpose is to serve asa vehicle 
of sexual and ego gratification. 


SUPERFLY For Superfly the only role of the 
, family is to spawn aspiring “dope _ 
pushers." The deleterious effect of 
drug traffic on the family is not 


even touched upon, muth less the 
role of the family as a base for. 
struggling against drug abuse. 


THE MACK The mother. is stereotyped as a total- 
Ty unaware naive practitioner of some 
laissez-faire mode of child rearing.* 
The ideal maternal relationship is 
one in which the son "gets over" on 
the mother, maintaining and taking 
advantage of her naivete. 


TRICK BABY Family life is not only conspicuous- 
ly absent, but for Trick Baby the 
only significant people and relevant 
frames of reference are those which 
have their origins in the life style 
and space of the “street hustier." 


Movie False Ideas About the Black Community 


SWEETBACK For Sweetback the struggle for black 
liberation, equality and freedom is 
abandoned for striving to emulate the 
racist "“supermenial" caricature of 
“the lover" and “whore mongerer." 


SUPERFLY Superfly not only abandons the black — 


liberation struggle but becomes ac- 
tively complicit in the enslavement 
of the black community by projecting 
the role of “dope pusher“ for white 
mobsters as the only feasible means 
of social mobility from the ghetto. 
In one cafe scene he thus mortifies. 
three black “freedom fighters” by 
‘means of a scathing verbal attack. 


THE MACK THE MACK abandons the struggle against 
basic problems in the black community 
by projecting the fantasy world of 
the “street pimp" as the sole means 
of social mobility and esteem. 


TRICK BABY . Despite the persistent exploitation 
of the black community by thieves, 
con-men, gangsters and other lumpen 
elements, TRICK BABY has the auda- 
city to project them as a viable 
component of the black community. 


Movie False Ideas About Religious 
and Moral Training 
SWEETBACK Throughout his continued evasion of 


authorities, Sweetback's language 
and deeds persistently advocate van- 
ity and an oppressive attitude of 
lust and exploitation toward women. 
His attitude clearly denies religious 
training. 


SUPERFLY Superfly explicitly advocates the use 
of drugs as well as the enslavement 
of the black community by the lucra- 
‘ tive sale of drugs,.as the means of 
salvation and resolution of life's 
problems. The religious dimensions 
of the black community are excluded. 


THE MACK Religious training is clearly con- 
tradicted by the glorification of 
the Mack's lifestyle in which the 
exploitation and sale of women is 
central. 


TRICK BABY Concepts of “brotherly love" are 


clearly countervailed by an emphasis | 


on “con games" as the sole and pre- 
ferred means of making a living 
("fast buck"). These exploit the 
“brothers and sisters" of the black 


community. 
Movie ~ False Ideas About Education 
SWEETBACK Sweetback is a one-dimensional 


“supermenial” totally denying the 
relevance, enlightenment or even 
existence of education. 


SUPERFLY SUPERFLY projects an image of educa- 
tion in which lumpen criminal activ- 
ity is the curriculum and the streets 
are the classroon. 


THE MACK The lifestyle of the pimp is over- 
whelmingly portrayed as glamorous, 
luxurious, and fulfilling. Some 
feebly contrived lip service is 
briefly paid to the notion that 
youngsters should not emulate the 
pimp. More typically, this is ex- 
plicitly rebutted in a scene in 
which he extolls the virtues of the 
pimp lifestyle while perjoratively 
contrasting it with his brother's | 
revolutionary aspirations. 


TRICK BABY For Trick Baby, education is only 
relevant insofar as it facilitates 
the "quick hustle." 


Superhero of Justice Theme: 


Films: 

Hero Heroine 
SHAFT COFFY 
SHAFT'S BIG SCORE FOXY BROWN 


CLEOPATRA JONES 
BLACK BELT JONES 


HELL UP IN HARLEM 
GORDON'S WAR 

BLACK CAESAR 

TRUCK TURNER 
SLAUGHTER 
SLAUGHTER'S RIP OFF 
SUPERFLY TNT - 
THREE THE HARD WAY 
HIT MAN 


Summary of False Ideas: 


Religious and Moral Training. The “heroic" use of 
continuous profanity and violence’ motivated by ven- 


, gence are projected as the only possible means for 


effectively defeating mobster foes. 


Education. Although the ‘struggle against drug abuse 
is allegedly the prime mover in these movies, educa- 
tion is never considered as even a secondary tactic. 


Black Family Structure. Although the family has y 
played a crucial role in the black liberation strug- 


gle, its only role in these movies is to provide a ©® 


source of vengence, when a family member is assassi- 
nated by the "mob." 


Black Commmity. The struggle against lumpen ele- 
ments as projected in these movies is as detrimental 


as their glorification in terms of the conmon ele- 
ment of projecting totally fantastic strategies and 
tactics as viable forms of struggle. 


CRITICISM OF STUDENT OBSERVATIONS: 


Although the students were extremely insightful, 
their observations. are characterized by some serious 
oversights. As a minority group decimated by oppres- 
sion, blacks have been forced to depend much more 
upon institutions such as the family and the church, 
to which they have been limited. However, male 
supremacist features of family relations must not be 
overlooked. Lenin observed that in the context of 
the family under capitalism, women are oppressed by 
the limitations of household drudgery.® While the 
black church has been exceptional in its role as a 
focal point of political struggle, producing such 
leaders as Dr. Martin Luther King, Ralph Abernathy, 
and many others, and generating organizations such 
as PSH, SCLC, etc., its metaphysical ideological 
base still serves the function of pacification, which 
Marx referred to as “the opiate of the people." 

While the church has served as a bastion of morality 
against lumpen elements, its morality has also as- 
sumed repressive dimensions. Although the achieve- ~~ 
ment of and maintenance of free, public compulsory 
education has been a product of proletarian struggle 
in general, as well as the black liberation struggle 
specifically, the limitations of public education 
must also be pointed out. Its role as a vehicle for 
social mobility has often been over-stated and not 
only has it failed’to relate to minority subcultures 
but it plays a major role in facilitating their in- 
ternalization of the ideology of the oppressor. 


We can be confident that the tide of negative 
stereotyping will continue to be reversed. Histori- 
cally, we have seen that as minorities such as Ital- 
ians and Jews have gained inroads into America's 
financial oligarchy their cultural images have im- 
proved. If the trend of rank and file black caucuses 
take told inthe Actors Guild and the Projectionists 
Union, then even more decisive gains will be made. 
However, the most powerful forces will be reflected | 
in improved images of blacks generated by the further 
p-ogress of the black liberation struggle specifical- 
ly and the general movement toward a socialist trans- 
formation in this country. 


‘The students were Carolyn Lamb, Patti Little, 
Lisa Little, Marie Peeks, Phyllis McMullen, Sharon 
Foster, Robert Williams, Michael Owens, and Michael 


Shaw, 


ekarl Marx. German Ideology. NY: International 
Publishers, 1947. 
Frantz, Fanon. Wretched of the Earth. NY: Grove 
Press, 1968. 
Paulo Freire. Pedagogy of the Oppressed, -NY: 
Herder and Herder, 1971. ee 


Salvin Poussaint. "St imulus/Response--Blaxploi- 
tation Movies--Cheap Thrills that Degrade Blacks.” 
Psychology Today, February, 1974, pp. 22-26. 


48.3. Mason. "The New Films: Culture or Con- 
Game?" Ebony, December 1972, pp. 61-70. 


SLuci Horton. “Battle Among the Beauties." 
Ebony, November 1973, pp. 145-146. 


SFitz G. Bartley. "Ron O'Neal: The Actor, the 
Director, and the Man Behind Them Both." Soul, 
September 1973, pp. 2-5. ’ 


TRoscoe Proctor. Black Workers in the Class 
Struggle. NY: New Outlook Publishers, 1972, p. 7, 


8y Lenin. Emancipation of Woman, NY: Inter- 
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Out of Focus on the Western 


Pyros 


logical terms. 


Jack Nachbar, ed., Focus on the Western (Engle- 
wood Cliffs, NJ: Prentice Hall, 1974) 


Though there are several brilliant essays in Focue 
on the Western, the anthology is seriously flawed. 
Worst, is its narrow and monotonous range of selec- 
tions. Under different guises and coy titles, the 
single thrust of these seemingly varigated essays ts 
the mythic aspect of the western. Certainly the 
mythic cannot be denied, but there are alternatives 
that surely might also have been specifically con- 
sidered: women’in the western, western film audi- 
ences, right/left wing westerns, styles of western 
film criticism, treatments of Indians/blacks/Chinesé/ 
Chicanos in western films, comedy westerns, western 
justice, contrasting treatments of seminal western 
folk heroes/heroines--Calamity Jane, Annie Oakley, 
Billy the Kid, Jesse James--etc. 


As presently offered, one wonders who this book's 
readership was expected to be. After all, you don't 
necessarily relish reading of westerns as the Kama 


"What's for dinner?” 


--William Rothman 


Theories of Film, Andrew Tudor. (NY:Viking, 
Cinema One Series, 1974) $3.25, paper. 


Books concerning film theory tend to take 
one of two forms: 


--writing which presents itself as consti- 
tuting a "theory of film," however it con- 
strues that notion [e.g., Kracauer's Theory 
of Pilm, Arnheim's Film ase Art, Burch's 
Theory of Film Practice). 


-~-anthologies of theoretical pieces or ex- 
*cerpts, with introduction and blurb about 
each piece [e.g., Mast and Cohen's. Film The- 
ory and Criticiam, Lewis Jacobs’ anthologies}. 


Andrew Tudor's Theories of Film presents 
itself both as a survey of significant film 
theories, and as a piece of theory in its own 
right. But the object of Tudor’s theorizing 
is not so much film as film theory itself. 

It is at one level conceived as a contribu- 
tion to a "theory of film theory," intended 
to help raise film theory,to a state of self- 
par shops which might assure it a productive 
uture. 


The book's argument can be summarized: It 
begins with an introductory chapter, which 
attempts to define what is meant by "theory 
of film." Tudor argues that it is essential 

_ to observe the distinction between theoreti- 
cal work which aims primarily at expanding 
knowledge of the empirical operation of the 
medium through the construction of scientific 
modets from work which is intended primarily 
to articulate an aesthetic of film. The im- 
plications Of this distinction -cal] for revi- 
sions in the history of film theory. 


A chapter on Eisenstein follows. Tudor 
feels that Eisenstein has been misunderstood 
as primarily elucidating and advocatingya 
montagé aesthetic. For Tudor, Eisenstein\is 
less a figure in the realism vs. formalism 
debate than the man responsible for the , 
"great beginning" of attempts to create a ~ 
science of film language. Eisenstein failed, 
however, to confront the problem of. the reta- 
tionship between the formal lanquage of. film 
and film's social and psychological context 
(in part because of an uncritical Pavlovian 
psychology, Tudor claims). 


This judgment brings Tudor to a chapter- 
length consideration of the implications of 
the work of John Grierson. Eisenstein failed 

. to take context seriously in developing his 
models of film language. At the opposite 
pole, Grierson dedicated himself to a cinema 


in which aesthetic formal considerations™ ae 
would be not merely conditioned by contextual 


assumptions about the social and psychologi- ~~ 


cal role of cinema, but dominated by a parti- 
cular envisioned social function, Tudor 

argues that Grierson's work illuminates the 
task of constructing a model which strike 

the right balance between a “context seem 
essentialist impulse and a “context dominated" 
impulse to replace aesthetic argument by dis- 
course conducted entirely in social/psycho- 


4 


The following chaptér is called "The.Aes- 
thetics of Realism: Bazin and Kratauer.” 


Going through ‘a lot of changes? 


Sutra of myths; if you've seen one myth, you've seen 
them all. Even if the anthology were used in a 
course, the book's repetition negates the variety an 
anthology is. supposed to offer. Finally, those ae 
‘choosing to read about westerns needn't be bludgeoned 
into stupors of agreement. 


One can only conjecture about the reasons for 
over-emphasis; it’s likely the human need to elevate 
its bauble. Thereby, of course, implicitly and ex- 
plicitly demeaning it. Instead of westerns being 
taken as simply cracking good shoot-em-up horse-shit 
and gunsmoker, we are throttled straitly into culs 
de sac of mythological excesses. 


The anthology's second flaw is its whining over- 


‘vehemence on the importance and uniqueness of the 


western. The essay by Kathryn C. Esselman, among 
others, notes the western is the everyday adventures ~ 
of everyman/everywoman, be they North Dakota cowboys, 
Tokyo samurai, Camelot knights, Peking kung fu, or 
Bronx mafiosi. The western has drama; it has gran- 
deur; it need not be distorted. To over-dramatize 
the western is to protest too much. 


A third flaw is that most of the essays make so 


"The, same old thing” 


Tudor is sympathetic to Kracauer's desire to 
formulate a consistent aesthetic system, but 
argues that Kracauer is hopelessly: confused 
and in any case perpetually hedging his bets 
(seesawing-on the question of whether "real- , 
ism" involves being real in a certain sense 
or only appearing real). Among Kracauer's 
assumptions which Tudor cannot accept is one 
Kracauer shares with Bazin: the essentialist 
idea that a medium has a "nature"+-in film's 
case, a photographic nature which: determines 
its "natural affinity” with recording and re- 
vealing reality. Tudor cannot accept this 
non-social aesthetic of the "reali," and sees 
in both Kracauer and Bazin a combination of 
positivism and romantic faith in nature, 
Pe is in any case ultimately anti-cinema- 
tic. i 


Tudor thinks that Bazin is as ‘confused as 
Kracauer, although his confusion jis less ob- 
vious because he never tries to be as system- 
atic as Kracauer, and because he possesses 
far greater sensitivity to cinema. He argues 
that there is a contradiction between Bazin's 
earlier and later writings (and in part with- 
in the writings ofeach period) which Bazin 
never acknowledges. Bazin start§$ out--and 
part of him remains--a “pure” realist, but. 
then becomes--but not consistently--a "spa- 
tial" realist. This is the split between 
"The Ontology of the Photographic Image” 
(where Bazin claims for the film: image a 
direct ontological bond with the, “reality” 
from which it is forged) and the: later "The- 
ater and Cinema" (where the claim is modified: 
what film image and "reality" share is the 
fundamental attribute of spatial/temporal. 
unity). It is also the split between the 
idea that Expressionism is the enemy and the 
idea that montage is the real enemy. 


According to Tudor, the realist aesthetic — 


declined with the decline of Italian neo- 
Realism. 


If the realist aesthetic systems and 
the textbook grammars have’ gone, what 
has filled the vacuum?....What are 
the theoretical assumptions ‘of most 
contemporary practice? In; short, 
where if anywhere are we headed?.... 
The easiest point of entry} into such 
a discussion, lacking a systematized 
perspective, is through the critical 
“language” thrown up by contemporary 
practices. In particular, two terms; 
auteur and genre. j 


~ Tudor argues that there has been no such 
thing as an “auteur theory." The notion of 
“auteur" has led some critics to a cult of 
personality rather than a consistent aesthe- 
tic. The notion is best thought of as a 
principle of sympathetic descriptive analysis 
rather than as a source of critical evalua- 
tion (the working hypothesis: asswne that the © 
director “creates his films on the basis of a 
central structure"). This principle remains 
at the level of pre-theory, and brings us 
back to the need for models of film language. 


Ultimately, the sorts of questions 
suggested by the auteur principle 
can only be answered through de- 

“ tailed and systematic knowledge of 
the workings of film. To look at 
/ films as the work of an auteur in- 

“ volves close textual analysis ra- 
ther than brief critical comment. 
Unfortunately, we are still not 
entirely sure of the language in 
which the text is written. Auteur 
directs our attention back to these 
concerns. 


_ The notion of genre likewise raises funda- 
mental issues ‘involving the methodology of 
descriptive analysis, which in turn raise 
theoretical issues. In particular, it re- ./ 
turns us to the need for development of socio- 
legical and psychological theories of film 
which must interlock with the development of 


“any general models of film language. 


PRINT 


many (though noteworthy ) overlapping and overly de- 
tailed points that the effect on the reader is maca- 


‘ronic--an intellectual Chinese dinner--pleasant but 


unsubstantive. 


Still, there's really no sense in extremist nit- 
picking. Editor Jack Nachbar has done western film 
scholarship a good service in gathering several im- 
portant essays otherwise often difficult to obtain 
or lost in little magazine catacombs. The anthology 


does help to popularize the often unacknowledged 
quality of the western film genre. 


One can only regret the editor wasn't a bit more 
audacious and had opened the anthology to less in- 
cestuous and more diverse avenues. Even the disad- 
vantage of having to table several of the good essays 
in order to increase the potpourri would have been 
more than offset by enlarging the reader's insights. 
But, by relentlessly forcing only high-faluting in- 
tellectual concepts, the book creates antithetical 
reactions: "westerns can't be all that profound!" 
Further it detracts from the western simply as pop- 
art--as if that were not sufficient. In fact, one 
might say that it is the most pointed criticism of 
Focus on the Western. For all its braggartly innu- 
endoes of universality, it leaves you thinking of 
the western as small, meager, and narrow; that is-- 
asa western. And that is a crying shame. 


“Yuk! 


The book ends with a chapter titled "Epi- 
logue.". In it, Tudor expresses his convic- 
tion that top priority in film theory must be 
given at present to the development of de- 
tailed models of film language (which are 
attuned to the problem of context). For ex- 
ample, Tudor insists that a detailed theory 
of film language is a pre-condition of useful 


» application of structuralist methods to film. 


And it is the pre-condition of meaningful 
consideration of such basic philosophical 
questions as “What is the nature of film?” 


As a piece of theory, Tudor’s book is open 
to radical criticism. For one thing, it 
offers virtually no positive insights into 
how theorists might go about developing a de- 
tailed model of film language. Indeed, Tudor 
is entirely vague as to what the process of 
constructing such a model, and the construc- 
ted model itself, might be like. He speaks 
of the "core problem" as one of "tapping the 
meaning of film,” but apparently thinks that 
“analyzing meaning" has nothing to do with 
the actual determination of the meanings of 
concrete films: as if the way in which a film 
is meaningful has nothing to do with its 
meaning. (He is mute on the subject of what 
it might have to do with.) 


Tudor supposes that, in order to construct 
objective analytical descriptions of films, 
we need a language we do not possess, and 
that we must first derive this language from 
models of film language that we likewise do 
not possess. Twin if conflicting objections 
suggest themselves: (a) we already possess 
models of film language: meaningful films 
themselves (which are ripe for analyses, 
which in turn might be used in increasing our 
understanding of what is involved in theoriz- 
ing about film); and (b) film is in any case 


. not a language. (Fortunately, we do possess 


a language which we can use in constructing 
theoretically illuminating analytical /descrip- 
tive accounts of films: English, supplemented 
by frame enlargements and a handful of tech- . 
nical terms. 


If the above criticisms are rather obscure- 
ly stated, a related one can be put clearly: 
Tudor's is surely the only book of film the- 
ory which avoids making any substantial state- 
ment about film or films. In particular, 
Tudor reveals nothing about what he thinks of 
film that accounts for his conviction that 
theorizing about film might be a meaningful 
activity for us--contemporary political 
agents, among the other things we are--to en- 
gage in. 


Then again, it is not at al) clear what 
Tudor thinks or knows of the recent and con- 
temporary film world. When he claims that 
the realistic aesthetic ebbed with Italian 
neo-Realism, he apparently feels no incl ina- 
tion to acknowledge the cinema verite and 
“direct cinema" movements, nor to consider 
the work of, say, Godard and Straub. He does 
not acknowledge the existence of American and 
European avant garde film movements. He does 
not acknowledge the continuing struggles to 
develop a filmmaking practice grounded in 
Marxism. Nor does he acknowledge recent the- 
oretical writing dy, say, Stanley Cavell, 
Annette Michelson, Noel Burch, the-recent Al- 
thusser- and Lacan-influenced French writing 
and its English and American spin-offs, and 
so on. Unfortunately, anyone familiar with-- 
or even interested in--recent discourse on 
film will find Tudor’s argument and conclu- 
sions to be of virtually no interest. 


Tudor's book is written in such a way that 
his aim of offering a "survey" of the field - 
of film theory cannot be separated from the 
problematic theoretical strain that runs 
through the. book, In part for this. reason, 
the book cannot really be-recommended'as an 
introduction to film theory. Students would 
be far better off reading the “classic” texts, 
the anthologies, and the current magazines-- 
and thinking and talking about the issues 
themselves. 
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Inside Jaws (from p. 1) 


While the shark serves as a convenient metaphor 
for sexual and class power, this metaphor is extended 
in the book to include the town's relationship with 
its summer guests as well. It becomes clear that 
the town's handful of year-round residents need the 
summer traffic to survive the year. They live, as 
the editor of the Amity Leader makes clear, like 
parasites off a host: 


Call it parasitic if you will, but that's 
the way it is. The host animal comes every 
summer, and Amity feeds on it furiously, 
pulling every bit of sustenance it can be- 
fore the host leaves again after Labor Day. 
Take away the host animal, and we're like. 
dog ticks with no dog to feed on. 


Or, need we add, like sharks with no bathers to feed 
on. 


Most disaster movies, employing a scapegoating 
populism which comes easily to Hollywood, take a 
‘dim view of the authorities (craven officials in 
EARTHQUAKE, corrupt executives in TOWERING INFERNO), 
and JAWS is no exception. The only difference lies 
in the energy with which the book and to a lesser 
extent the film, exploits the Watergate connection. 


Mayor Larry Vaughan is Amity's Nixon. He repeat- 
edly invokes “the public interest" as Nixon invoked 
“national security" to legitimate the various extra- 
vagances of his administration. It is in the service 
of public interest that Amity officials refuse to 
close the beaches, and cover up the initial shark 
attack by altering the cause of death in the medical 
report. Although the book takes special pains to 
underline the link between Vaughan and Nixon (Brody 
refers to Vaughan, with heavy irony, as “the people's 
choice"), the film, in an exemplary expression of 
post-Watergate backlash, treats Vaughan with a good 
deal of sympathy. He is a weak, not a venal man. 


Moreover, he does indeed reflect the interests of 
the town. At the City Council meeting convened to 
discuss the shark problem, the town's respectable 
business people--motel operators, realtors, shopkeep- 
ers--who double as council members, agree to conduct 
business as usual. Like the Nixon administration, 
they identify their own narrow self-interest with an 
equally ungenerous version of the public interest. 
What is true of the relationship between the name- 
less couple who figure in the film's opening scene 
is true of the town as a whole. Like the young 
man's rational faculties, which have been clouded 
by drink, the conscience of the town has abdicated 
its proper role. For a moment, it looks like the 
film is about to ask: who are the real sharks? But 
just as it is ready to pose this question, the film 
cuts bait and runs. 


In an abrupt change of foeus, the political cate- 
gories with which JAWS had flirted are suddenly 
naturalized. Brody's moral cowardise in the face 
of social pressure is subsumed by “real” physical 
cowardice: fear of the shark. Even the psycho- 
sexual elements in his phobic fear of the water be- 
comes secondary to the actual physical menace of 
the shark--which we see and experience with him. 
There are monsters beneath the sea which, as Quint 
later finds out, threaten real castration and death. 
Thus the psychological associations that have ac- 
crued to the shark during the first part of the 
movie (when, in fact, the shark was rarely seen-= 
therefore serving as an ideal vehicle for such 
anxieties) fall away in the face of concrete, not: 
metaphorical danger. 


Once the film takes to the water, it becomes a 
male adventure story, another DELIVERANCE, dealing: 
with themes of heroism and initiation. Brody, Hoop- 
er, and Quint offer us three versions of manhood, 
and the shark (or, rather, the film) selects the one 
most appropriate to the mid-severnties. Curiously 
enough, it is when JAWS moves away from overt poli- 
tical comment that its politics become most evident. 


If JAWS were a right wing populist fantasy like 
WALKING TALL, or a revolutionary liberal film like 
DEATH WISH, the vigilante Quint would be its hero, 
and both Brody and Hooper would meet watery deaths. 
But it is not, and it is Quint who dies. Quint is 
an anachronism, a composite of the last vestiges of 
ruthless Yankee self-reliance, traces of working 
class pride, and a touch of New England transcenden- 
tal madness, a true spiritual heir of Ahab. 


The reason Quint must die is that he is too power- 
ful, too independent of traditional social ties, too 
prone to excess--and he pays for it. He lacks proper 
respect for conventional pieties; he scandalizes 
Ellen Brody with his off-color humor and raunchy 
songs; he extorts $10,000 from the desperate town 


council to kill the great white. He is nearly _as 
dangerous to the social fabric of Amity as the shark 
itself. From the point of view of the film's com. 
fortable liberalism, Quirt's combination of working 
class toughness and bourgeois independence is alien 
and frightening. He is viewed as irrational and out 
of control. -Authority must be restored, but not by 
Quint. 


Hooper, on the other hand, is the mirror image of 
Quint. He ,is associated with technology rather than 
experience, inherited wealth rather than self-made 
sufficiency. His own boat, loaded with electronic 
gear, is a veritable anti-shark panopticon and con- 
trasts sharply with Quint's antique “Orca," as does 
the delicate tip of his poisonous spear with Quint's 
more robust harpoon and barrel arrangement. (The 
sexual symbolism, although pushed into the back- 
ground, is still present. fach of the three men is 
associated with an appropriate phallus: Quint's 
sat rod, and then harpoon; Hooper's dart, Brody's 
guns. : 


But despite their dissimilarities, Quint and 
Hooper have more in common with each other than 
either does with Brody. Both participate in marine 
machismo, swapping stories and comparing wounds re- 
ceived in the service of the sea, while Brody, afraid 
of the water and barely able to:swim, stands by un- 
easily. Brody is third man out in what might develop 
as a male camaraderie film. He is the domésticated 
husband excluded from a latent love affair between 
Quint and Hooper. Quint (the old pro) and Hooper 
(the young apprentice) beara marked resemblance to 
Thunderbolt and Lightfoot, with Robert Shaw playing 
Clint Eastwood's dominant role, and Richard Dreyfuss 
playing Jeff Bridge's submissive one. Hooper adopts 
a submissive role towards the shark as well, and he 
is the only one of the three men-who actually enters 
the water, the female element. For him, the shark is 
less an antagonist than an object of admiration and 
even love. tHe tells Ellen he has always “loved" 
sharks.) He's more interested in shark fucking than 
shark hunting. He even goes so-far as to offer him- 
self as bait in the cage (shark teasing), but as soon 
as he is jolted from behind'by the toothy phallus, 
he loses his own puny erection (the spear). . Un- 
manned, he can no longer hope to consummate his re- 
lationship with the shark. “ He can only hide and 
watch. 


. As two candidates for a seventies camaraderie 
film, Quint and Hooper are two complementary aspects 
of the sixties Hollywood image of the American male. 
They are the two halves of James Bont. Hooper is 
the leisure class; Suave, technological side of Bond, 
the Bond of gadgets, gambling casinos, and choice 
wines. Quint is the macho side of Bond, the tough 
underlay of working class street fighter, not quite 
obliterated by karate, Savile Row suits, and civil 
service manners. In-fact, at one point in their 
comical competition, Quint proposes a toast to 
their separate legs, placing his over Hooper's, as 
if to reconstitute the two into one person. But 
this is impossible. And the shark sees to it that 
this male image is further dismembered. Dismember- 
ment itself becomes a metaphor for the breakdown of 
heroism as it was defined by the Bond figure. (It 
should be remarked here that JAWS is the first above- 
ground, or above water manifestation of the flourish- 
ing dismemberment cult apparent in the wide following 
of such films as THE TEXAS CHAINSAW MASSACRE. ) 


After Vietnam, Watergate, and the CIA revelations, 
this image of the Cold War secret agent can no longer 
maintain its integrity. It disintegrates into its 
component parts, the brittle Quint and the ineffec- 
tual technician Hooper. Despite the film's obvious 
fascination with Quint, and its affection for Hoop- 
er's cheeky wisecracking, neither extreme is viable. 
Quint is dangerous and must be killed; Hooper is 
chastened and allowed to survive, but only at .the 
price of relinquishing his special tools, which have 
proved useless. 


The latently homosexual male bonding of the seven- 
ties camaraderie films was immanent in the Bond 


“films. Bond always treated women like dirt, and we 


always knew they didn't do it for him, because the 
only person he really loved was himself. With the 
aid of Freud's analysis of male love as displaced 
narcisism, it is only, a short step to the male 
couples of such films as THUNDERBOLT AND LIGHTFOOT, 
THE STING, and SCARECROW, where the homosexual under- 
tow becomes somewhat more (although far from) expli- 
cit. In the case of JAWS, the shark destroys the 
nascent relationship between Quint and Hooper, by 
“eating” Quint.. Since the film begins with the eat- 
ing of a woman, and ends with the eating of a man, 
we've come full circle. If unmarried heterosexual 
love is fantasized as homicidal violation, homosexual 
love is no different. All that remains is love in 
the safety of the family, and-the shark ultimately 
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becomes the guarantor of domesticity. 


It is in the selection of Brody as hero, and in 
its attempt to carve out a sensible middle ground 
between extremes, that JAWS' corporate auteurs . 
(Doubleday/Benchley and Universal/Spiegelberg) show 
their hands. For Brody represents the liberal male 
role model, softer and more humane than the neo- 
fascist avators offered in recent films like WALKING 
TALL and DIRTY HARRY. He is a reversion to the fam- 
ily man ofthe fifties. As played by Roy Scheider, 
Brody becomes~a. slightly younger, sanded-down and 
sleeker version of.George C. Scott, that warhorse of 
Hollywood liberalism-{PATTON excepted) who special- 
izes in playing dogged, “tang-suffering, guilt-ridden 
professionals, like the doctor in HOSPITAL who final- 
ly takes a stand against institutional corruption on 
the one*hand and hippie irresponsibility on the other, 
choosing instead the unsung path of loyalty to his 
own integrity, his own idea of himself. poe 


This is the liberal self-image, of course, the 
principled man-of-good-will holding fast against the ~~ 
tug of extremes, guarding the vital center against 
subversion from the right and the left.” In Bench- 
ley's book, this becomes clear when Brody is ganged 
up on in the town council by both ends of the poli- 
tical spectrum--the blacks, on the one hand, afraid 
of losing their menial service jobs, and the proper- 
ty owners on the other, afraid of losing summer 
business. 


Although this particular point is omitted from 
‘the film, it is clear that Brody, for all his ‘lap- 
ses, is indeed the man of principle, beleaguered by 
enemies at every turn: .from above by an elitism of 
wealth and technology (Hooper); from below by macho 
common man individualism (Quint) and beyond him by 
the specter of a rowdy populism (the mob of beer- 
sodden blue-collar Sunday sailors) and on all sides 
by the commercial self-interest of the city fathers 
(Vaughan). 


The film repudiates Quint's extreme individualism 
only to endorse a milder and more reasonable kind. 
The outcome of the action bears out Brody's conten- 
tion that in Amity (as opposed to New York City, 
where he used to work), “one man makes a difference." 
Brody is a good reflection of the new, hang-tough 
urban liberalism, tired of being bitten by the 
mouths it has so virtuously fed, tired of muggings 
and “welfare rip-offs.“ It imagines itself in the 
guise of the cop, but a very special cop, since it 
would like to have its cake and eat it too. It: 
wants to identify with law ‘n' order but at the ~ 
same time wishes to reserve for itself the tradi- 
tional requisites of its own view of itself, The 
cop in question, in other words, is a sensitive, 
guilt-ridden family man, a Woody Allen rather than 
a Dirty Harry or a Popeye Doyle. 


_ Brody, does, of course, momentarily break down 

in the face of threats and community pressure. He 
goes along with the cover-up, keeps the beaches open,” 
and is therefore responsible for Alex Kintner's 

death. He is publically humiliated by the boy's be-. 
reaved mother, who slaps him in the face and all but 
accuses him of murder. The film is remarkably indul- 
gent of his moral cowardice--the encounter with Mrs. 
Kintner is shown from his point of view--and, when 

the scene of the action shifts from the realm of 

moral choice on land to the realm of adventure at * 
sea, JAWS allows Brody to reestablish his ethical ; ; 
credibility through a purely physical encounter with % 
the shark, an encounter which becomes an act of 

atonement. 


Brody is viewed so sympathetically because he is 
one of us, with al] our weaknesses. He is a reluc- 
tant voyager, constantly calling his wife on ship- 
to-shore telephone and, sensibly enough, the Coast 
Guard to request a larger boat. He stands outside 
the macho gamesmanship of Quint and Hooper. He has 
no particular expertise, except with his Police Spe- 
cial, which proves quite useless, His triumph, at 
the end, is more a testimony to his persistence and 
luck; he finally comes into his own with only a min- 
ute left to play. Brody wins out because of what he 
isn't, and what he can't do, rather than what he is 
and can do. He lacks the privilege of Hooper and 


the experience of Quint. He survives precisely 


because he's unexceptional and ordinary, while the 
exceptional men are killed (Quint) or neutralized 
(Hooper). Brody comes in on a wing and a prayer; 
his is the victory of Yankee ingenuity, of making 
do with spit and chewing gum. JAWS flatters us by 
holding out the promise that such a triumph over ~ 
unspeakable terror is within reach of us all. 


Finally, Brody is a Jerry Ford figure, a nobody 
who makes it while everybody else auto-destructs. 
He may not be able to swim and chew gum, but at 
least he has learned how to swim. 
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Ps ychoanal ysis 


and Film: 


In JUMP cur 4 Julia Lesage critiqued the way 
some Freudian concepts were used in the special 


~ Brecht issue of Screen (15:2, Summer 1974). 


-Lesage's article, "The Human Subject--You, He, 
or Me? (Or, the Case of the Missing Penis) ," 


was. reprinted in the Summer 1975 issue of 


Sereen, on psychoanalysis and cinema, followed 
_by a "Comment" from the authors of the articles 
Lesage criticized: Ben Brewster, Stephen Heath, 
and Colin MacCabe. We are pleased to extend 
the discussion by reprinting the "Comment." 
is followed by Chuck Kteinhans' reponse to Brew- 


ster, Heath, and MacCabe. --eds. 


Comment 


Julia Lesage’s critique of the Screen special number on Brecht can 


be divided into three main areas of emphasis: 1. the proposal of 


* orthodox Freudianism ° as the trap into which contributors to that 
number have fallen; z. the identification of a fundamental dis- 
tortion of Barthes’ S/Z in a previous editorial; 3. the objection to 
the use of the concept of fetishism in the course of discussions 
concerning representation. In what follows, an attempt will be 
made to look at these points of criticism in the interests of an. 
understanding of the issues they raise, leaving aside the element 
of attack so pronounced in the overall development of the critique. 
If there are errors in our work, it may be that they stem from 
significant problems which, however inadequately for the moment, 
we are trying to resolve and which more ‘ rage’ is unlikely to help 
us to clarify. Not primarily a ‘reply’, the real ambition of this 
comment is thus the demonstration of these problems and hence 


_ of our theoretical tasks, of the situation of the work we are doing. 


It is certain that Screen contributors refer to Freud and that 


this reference has been increasingly important over the last few 
numbers (as it will be, doubtless, over those to come). What is 
much less certain is the characterisation of the reference in con- 
junction with the idea of a monolithic ‘ orthodox Freudianism ’. 
Evidently, the context and orthodoxy of psychoanalysis differ 
widely from continent to continent, from country to country; 
Lesage’s American experience is not ours: in Britain, psycho- 
analysis has never known that massive socio-ideological expansion- 
in-exploitation and the initial intellectual enthusiasm for Freud 
lapsed after the war into stolid resistance broken occasionally by 
bursts of violent dismissal, psychoanalysis coming to represent, in 
every sense of the word, the unspeakable. More relevantly here, 
orthodoxy varies from school to school and from Association to 
Association (as well as within them): it is, in fact, precisely the 
current activity of the theoretical debate that is a major factor in 
our reference to psychoanalysis. The idea of the ‘ Freudian ortho- 
doxy ’ is for us far from helpful (unless, the orthodoxy once having 
been specified as the social exploitation in ideology of ‘ vulgarised 
Freudian concepts ’, its relations to Freud’s scientific constructions 
are carefully examined — from. which examination can then be 
posed the difficulties with regard to the implications of the former 
in the latter, the difficulties of the ideological investment in science, 
not simply in its use but also in its discourse) and appears to 
operate finally as a straight rejection of any practical consideration 
of Freud and psychoanalysis (which is to avoid the problems of 
investment and cast Freudian analysis as totally ideological, as 
furnishing no hold of knowledge). 
. As was said, we refer to Freud, to Freudian concepts, and it is 
here that those questions emerge which are central for the intelli- 
gibility of our work: why do we make this reference? what do we 
understand by psychoanalysis? The questions come together into 
one, and any answer at this stage can only be offered in acknow- 
ledging with Althusser that * whoever wishes today to comprehend 


_ Freud’s revolutionary discovery, at once recognise its existence and 


grasp its meaning, must, at the cost of great critical and theoretical 
effort, cross the vast terrain of ideological prejudice which separ- 
ates us from Freud °. The contours of.that terrain are made clear 
in Lesage’s critique and its: pitfalls can no doubt be seen in the 
articles on Brecht: there is no ready way into some purity of 
discourse — only, as best we are able, critical and theoretical 


effort. 


The texts against Freud and Freudianism from within the 


‘women’s movement that Lesage cites may be legitimate protests — 


against the oppression of women afid its ideological justification 
by certain currents of Freudian thought, to be found even within 


‘ Freud’s own writing; but the quotations and references she 


assembles are beside the point. It makes no difference whether or 


~ no there is a homology between little boys’ fantasies and certain 


concepts of psychoanalytic theory; a critique of that theory can only 


be based on an examination of how those concepts. work within 
it. It was not Freud's intention to prescribe recipes for the maxi- 


mum of sexual pleasure or to judge between the capacities of men 


and women, the different erotogenic zones or the various. types of 


object choice in this respect. ‘The Psychogenesis of a Case of 
Homosexuality in a Woman * (Standard Edition, Vol XVIII, pp 145- 
72) shows this clearly; it also shows that, without lapsing into 
notions of * intersubjectivity ’, Freud was quite capable of taking 


-his patients’ families and other social relations into account, both 


insofar as patients bring them into analysis directly, and insofar 
as special issues are raised when it is the patients’ families’ desires 


- gather than the patients’ own that lead them into analysis in the 


first place. All these arguments have been more than adequately 
dealt with by Juliet Mitchell in her Psychoanalysis and Feminism 
(now available as a Pelican paperback). Here we need only concen- 
trate on two points. First, the incompatibility of the different 
authorities she cites. Various kinds of Freudian revisionism, the 
* existentialist psychoanalysis ° of Laing, already much more remote 
from the psychoanalytic tradition, and the ‘sexology’ of Masters and 
Johnson cannot be synthesised into any coherent position from which 
it would be possible to move from a protest against oppression to 
the knowledge of that oppression which is also a precondition (but 
not the only or the first one) of its removal. Second, the position 
that does tie together this assemblage of contradictory anti- 
Freudianisms, and also Lesage’s refusal of one of the central theses 
of the Brecht issue of Screen which she so ably summarises, is the 
desire for a social practice that will give as much sanction to the 
* feminine’ as it does to the * masculine *: But her formulation of 


the desire presupposes the natural pre-existence of masculine and — 


feminine subjects: what she really rejects in Freud is the thesis 
of bisexuality. As one of us wrote in a related connection in Screen 
v 16 n 1, Spring 1975, p 133, this formulation * entails the position 
that there is a definitely defined male sexuality which can simply 
find expression and also an already existent female sexuality which 
simply lacks: expression’; she presumes that the oppression of 
women, or rather of ‘ femininity’, is only the secondary * condition- 
ing’ of the feminine subject by discriminatory law and education 
reinforced by ideological institutions such as psychoanalytic prac- 
tice, and even film criticism. Our articles in the Brecht issue and. 
since may argue that this oppression is more deeply rooted, but 


this implies neither that we assume a monolithic masculine sub- 
ject, nor that we are reconciled to an ineradicable inferiority of 
‘women, 

In this connection, a note might be inserted here in respect of 
the linguistic sexism of Screen contributors as manifested in the 
use made of ‘he’ as the pronoun for the term ‘subject’. The 


_ _¢xiticism as made is both right and wrong: right, because language 


weighs with a pressure that only the vigilante of others can help 
us to” determine; wrong, because the problem is more complex 
than the expression it receives: all that is achieved by substituting 
* people * for“ he’ is a collapse into an essentialism of the person 
(the expunging, that is, of the whole reality of the psychoanalytic 
intervention); in fact, what is probably needed in English is a move- 
ment between * it’, the subject in psychoanalysis, male and female 
(¢emember the importance of the thesis of bisexuality), and ‘ ghe ’, 
the subject defined as exchange, value in the ideological assignation 
of discourse in so far as this is the positioning of.a * masculinity ’ 
in which ‘ femininity’ is placed and displaced (‘ masculinity’ and 
* femininity *, and this is precisely that importance of the bisexuality 
thesis, ‘being the blocking opposition of a process that escapes it 
on the body of each individual); such positioning is effective in 
the structures of representation with which the Brecht articles 
dealt — whence ‘the tendency towards * he’ (more correctly, there- 
fore, * phe 
Let us come back to the questions of the reference to psycho- 
analysis. By psychoanalysis, we understand a science whose specific 
object is the unconscious and its formations, and which, as such, 
is a necessary component of historical materialism in the know- 
ledge it produces of the construction of the subject (‘the uncon- 
scious is a concept forged. on the trail’ of what operatés to con- 
stitute the subject’ Jacques Lacan, Ecrits, Paris 1966; all sub- 
sequent quotations are from this work). The * orthodoxy ° to which 
we refer is thus that which can be grasped in Freud's writings 
in this perspective and this perspective has been focussed above 
all in Lacan’s restitution of Freudian analysis as ‘ materialist 
theory of language’, of the ‘ talking cure’ (Anna O’s description 
of the treatment Breuer created with her and which Freud was so 
radically to develop) as the attention brought to bear on the posi- 
tions of the subject in the symbolic, To refuse to pose the instance 
of the subject is to fall into idealism (the unity of consciousness 
as the founding disposition of the world) or its crude * materialist ° 
counterpart (the subject-atom). Hence our attempt to think this 
instance; to articulate the process of the subject within historical 


materialism, and our reference to psychoanalysis as science of this 


articulation. 

What does all this have to do with film? As a step towards : an 
answer, two things may be stressed. Firstly, there is.a need to mark 
out a distance from traditional notions of ‘applying’ psycho- 
analysis to film: as science psychoanalysis is not to be applied 
* from outside’, so to speak, to accepted fields of interest; it cuts 
across, largely and differently, those fields, constituting anew 

objects *, new points of interrogation. The problem is to under- 
stand the terms of the construction of the subject and the modali- 
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_ ties of the replacement of this construction in specific signifying 


practices, where ‘ replacement’ means not merely the repetition 
of the place of that construction but also, more difficultly, the 
supplacement — the overplacing: supplementation or, in certain 


circumstances, supplantation (critical interruption) - of that con- _ 


struction in the place of its repetition. For example (an example 
which extends a remark made in another context by Christian Metz 
in his article): there is a relation between mirror-phase and 


cinematic institution that should be examined, yet the condition — 


of such an examination is exactly the non-reduction of the relation: 
nothing is to be gained by describing cinema as the mirror-phase, 
the crux is the relation, that is, the difference, the supplacement — 
refiguration of a subject-spectator who has already completed the 
mirror-phase; it is the figure of the subject as turning-point 
(circulation) between image and industry (poles of the cinematic 
institution) which demands study. Our hypothesis, therefore, is 
that a crucial — determining — part of the functioning of ideological 
systems is the establishment of a series of machines (institutions) 
which move — placing of desire — the subject (‘sender’ and 
‘ receiver ") in an appropriation of the symbolic into the imaginary 
(the definition of miscognition). When we talked of representation 
(the exhaustion of the heterogeneity of the process of the subject 
in the symbolic) and used the concept of fetishism (the denial of 
work: that is, of heterogeneity and process) to identify its mechan- 
ism, we were tentatively beginning to explore this hypothesis, offer- 
ing a point from which it could be formulated. — 

Secondly, as was briefly indicated above, the justification of a 
materialist theory of language is its attention to the passage of 
the subject in the symbolic, a subject radically excentric to the 
chain in which it never ceases to insist in the intermittence of the 
signifying elements — thus ‘a signifier represents a subject for 
another signifier ’ (p 840). Linguistically, this slide can be seized in 
the disjunction of the sujet de l’énoncé, and the sujet de l’énoncia- 
tion. In the utterance ‘I am lying’, for example, it is evident that 
the subject of the proposition is not one with the subject of the 
enunciation of the proposition and vice. versa; the ‘I’ cannot lie 


on both planes at once (dream, lapsus and joke are so many dis-_ 


orders of the regulation of these planes, of the exchange between 
subject and signifier). From here (and Freud himself alludes to this 
turning division when he compares the multiple appearance of the 
ego in a dream with anaphoric pronominalisation in such sentences 
_as ‘ When I think what I’ve done to this man ‘), the question can 
be posed as to the foundation of knowledge in the homogeneity 


of the self-reflexive consciousness, a question to which the dis- 
covery of the unconscious replies by the demonstration of division, 
of a work, of the constitutive impossibility of a cohesion between 
énoncé and énonciation as the simple identity of the subject (* the 
only homogenous function of consciousness is the imaginary cap- 
ture of the ego by its specular reflection and the function of mis- 
cognition which rests attached to it ’ p 832). 

Question and reply are vital. for what is at stake is the opening 
of theory to the very force of the articulation of desire: the un- 


conscious is not there as the term of some primitive desire or 


instinct trying to break through into the higher level of conscious- 
ness; rather it is desire that is the term of the unconscious, of the 
entry into the symbolic, into language which escapes the subject 
in its structure and effects, something in language which is beyond 
consciousness and where the function of desire can be located. 
Divided in the passage into and in language (nothing to do with 
the existential anguish of the * dividec self’: the division is forma- 
tive; not to recognise this is, precisely, fetishism), the subject 
moves across the discursive play of consciousness and unconscious, 
image and letter (‘ material support that discourse borrows from 
lariguage "), according to the determination of the lack (castra- 


tion) in which it, the subject, is introduced, which it introduces —- 


the manque-d-étre (‘lack-in-being’) —, in which desire-is in- 
scribed: at the same time that the discourse figures the subject, 
the subject indexes the discourse as lack, the turning of desire; 
“the drama of the subject in language is the experience of this 
manque-d-étre . . . it is because it fends off this moment of lack 
that an image takes up the position of bearing the whole cost of 
desire: projection, function of the imaginary . . . against this is 
set up in the very core of l'étre, to indicate the gap, an index: 

introjection, relation to the symbolic . . .* (p 655). The basis of 
the psychoanalytic discovery is the articulation of the construction 
of the subject with regard to sexuality through the division of the 
entry into the symbolic and the disposition of real, imaginary and 
symbolic in this process. Crucial here is then the phallus: ‘ the 
phallus . . . is the signifier of the very loss that the subject suffers 
by the discontinuity of the signifying’ (p 715); ‘it is at the 
moment when the subject passes from being to having in the quest 
for the phallus that is inscribed the Spaltung [splitting] by which 
the subject is jointed with the logos ’ (p'642). In other words, the 
phallus is the signifier on which hinges the dependence of the 
access to genital sexuality with regard to a movement received as 
exclusion (from being the phallus): ‘analysis reveals that the 
phallus has the function of the signifier of the manque-d-étre 
which determines the subject's relation to the signifying ’ (p 710). 

It is this function and determination for which the Gdipus provides 
a description. 

It is this problem of description, of course, which causes all the 
difficulties of which the Lesage critique is one form of expression. 
Without in any sense entering into the detail of these difficulties, 
even less pretending to resolve them, it may be worthwhile making 


‘one or two remarks concerning their levels of pertinence since it 
is not always clear that those“are grasped.in: their formulation: . 
Thus, much confusion is created by the conflation of ‘ phallus’ and .. 


* penis ’ where the former is precisely the signifier of the term of 


" the relation between mother and infant (boy or girl) which the 


CEdipus remodels in its translation from being to having the phallus, 
a translation potentially available in a plurality of modes notwith- 
standing the blockage that the necessary interarticulation with a 


gives set of social definitions may operate. The crux of psycho- 
~ analysis is not this or that definition but the difficult dialectic 


gets dismissed along with this is, again, the whole question of 


. constructions — for example, the notion of * penis-enyy ” — but it is 


_ is the representation itself. which is the endowment of the penis). 


_ marrative is the mirror of that subject-image; the speculation 


. through fetishism as a masculine structure: woman has no place — 


_ of the absolute possibility of the existence and intelligibility of the 


between being and having in the movement of need, demand and 
desire. If phallic is simply made to mean ‘masculine’ and hence © 

“repressive ',: and then ‘pushed back onto psychoanalysis as a 2 
monolithic orthodoxy, it-will be easy to dismiss Freud, but what 


the process of the subject. Nothing stops you criticising Freudian. 


essential that in so doing the real issues should be seen — the issue 
of the desire of the mother in the register of being, the modalities 
of its conversion in a structure that may return the position of a 
* penis-envy’. In this respect, the introduction of the idea of 
fetishism in the discussion of representation was exactly the : 
exploration of a form of positionality; the effect of the argument 7 
was not to identify cinema and fetishism (so that the question j 
is not one of endowing representations with penises) but to examine 

the positioning of object. and subject in a pattern of disavowal, a 

certain structural security (even if the terms of the objection were 
to be accepted, its formulation would, therefore, still be wrong: it - _ ¢. 


This structure does not make us subjects, it places subjectivity; 
it effects an assignation of the subject in the imaginary, captures 
the: subject in the coherence of an image, and the ‘ knowledge * of 


cinema. What remains unclear is the determination of the’ struc- 
ture, the pull between the construction of the subject and the socio-, 
historical- articulation of that construction (it is this determination 
that can be seen at work in the description of representation 


she is indeed the blind spot — other than as the object of this 
structure or as the assumption of the place of its subject (Sylvia_ 
Scarlett cutting off her own tresses to become the hero of Cukor's 
film) - which again is the confirmation of her objectality: ‘the 
subject, male and female, is held in the distance of the structure, 
the aim of which is precisely the fixing»of ‘male’ and female’ 
as the full terms of a system of exchange, the reduction of differ- : E 
ence in each individual into the straight social opposition — : 
* masculine */* feminine "). We touch with this unclarity on a funda- 
mental area of research which is only now beginning to’ be posed 
correctly; as Althusser puts it: ‘How are we to. think rigorously 
the relation between. the formal structure of language, condition 


unconscious, the concrete structures of kinship and, finally, the 
concrete ideological formations through which are lived the specific ~ 
functions (fatherhood, motherhood, childhood) implied in the kin-- 
ship structures? can we. conceive the historical. variation of these 
last structures (kinship, ideology) as visibly affecting this or that 
aspect of the instance isolated by Freud? * 

If we have no immediate answer, we are convinced nonetheless — 
that the immediate dismissal of Freudian analysis is simply the 
foreclosure of these questions which it must be our critical and 
theoretical effort to refind across the specific terms of our field of 
study: cinema. The discussion of representation-was merely a start: 
it remains to develop the problems of that discussion — break down 


_ the notion of representation historically, pose in consequence the . 


‘relations of language and positionality and its articulations, and 
from there the notion of a new language (that is, of a new practice 
of language), define the situation. of cinema as superstructural 
institution, which may be, in the understanding of the meta- 
psychological functioning of that institution (the relation between 
cinematic machine and construction of the subject — the supplace- 
ment), to come back critically on the use of the infrastructure/ 
superstructure model, examine cinematic practice in the play be- — 
tween image and text, its contradictions, its movement, its pro- 
cess, the compactification-decompactification of the. subject. Per- 
haps it can be added, as a coda, that this was the importance for 
us of Barthes’ S/Z in its artalysis of a classic text, Balzac’s story . 
Sarrasine, in which the symbolic irrupts into the ‘imaginary, 

* figures * in the movement of the text (hence the panic, the dis-. . 
ruption of the fixed positions of exchange, of the. given images). 
The symbolic is here the overturning Of representation, from theatre 
to the other scene of its production, the loss of the ease of fetishism 
(in Balzac, to buy a theatre ticket is to buy a woman's body). 
S/Z_ seemed — and seems — to us a fundamental attention (an 
analytic patience) to this and the redefinition of ‘theory and 
method of literary analysis ’ accordingly. 


Ben BREWSTER 
STEPHEN HEATH 
MacCass 
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JUMP CUT No. 9 


In 1976-1977 
Study FILM THEORY and HISTO 


at the CENTRE d’ETUDES 


AMERICAIN du CINEMA a PARIS 


... A CAREFULLY DESIGNED PROGRAM OF COURSES AND SEMINARS WHICH 


EXAMINE AND ANALYZE FILM — ITS HISTORY, THEORY, FORMAL STRUCTURES 


AND RELATIONSHIP TO THE OTHER ARTS. Lectures and workshops at the 
University of Paris Ill and several other film departments of the University are included, 
and contemporary filmmakers and film professionals give guest lectures. To 
complement the course work, students attend numerous showings of classic and 
avant-garde films at the famed Cinémathéque Francaise, apace film screenings, and 
frequent retrospectives on view in Paris. 


The curriculum includes courses on film history, theory, structure, concepts of editing, 
ideology, narrative, genres, codes, styles, film criticism, the relationship between film 
and the unconscious, film and psychoanalysis, film and art, film and language. Lec- 
tures and seminars explore ‘schools’ (German expressionism, surrealism, neo-realism, 
the “New Wave;” “Direct Cinema” . . .) and critics and theorists, some of them film- 
makers themselves (Ricciotto, the Italian futurists, Epstein, Desnos, René Clair, the 
socio-Marxists, Eisenstein, Cocteau, Renoir, Metz ...), analyze national trends (the 
Soviet silent cinema of Kuleshov; Vertov, Eisenstein, Pudovkin, etc., the Hollywoodian 
hero construction of westerns, the European and American avant-garde, etc.), discuss 
techniques (light, sound, color, perspective, space, etc.), not for the filmmaker or tech- 
nician but to illustrate filming concepts. and their realizations. 


Among the faculty for the special courses are Christian Metz, Jacques Aumont, 
Pierre Baudry, Raymond Bellour, Pascal Kané, Thierry Kuntzel and Michel Marie. 


Open to: advanced undergraduates and. graduates proficient in French. 
Some background in tien history and special interest in theory 


necessary. 


Cost: : $2200 including transatiantic travel from New York, but not room 
and board. 
Dates: September 6, 1976, to June 24, 1977. Three ten-week quarters. 
preceded by an eight-week session including an intensive course 
ay in French. 
Sponsored by: a group of U.S. universities, edeninetered by the Council on 
International Educational Exchange and the University of 
California. 


For further information, write Wiary Milton, imter-University’ Center for 
Studies in Paris, CIEE, 777 United Nations Plaza, New York, New York 10017, or call ; 


212-661-0310. 
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Ventriloquist 
Psychoanalysis 


By displacements and sublimations of various 
kinds, fixation upon one of .the prototypical 
“oral modes may develop into a whole network of 
interests, attitudes, and behaviors....Repressed 
oral wishes may appear in disguised form. A 
persqn may become interested in linguistics, 
collect bottles, or learn ventriloquism. 


--Calvin Hall, A Primer of 
Freudian Psychology 


Because it has provided valuable translations of 
European articles, advanced new topics in film dis- 
cussion, and raised the level of Anglo-American film 
theory substantially, Screen is the most important 
British film publication. Because it is very influ- 
ential in developing a new film criticism, when 
Sereen begins to promote psychoanalysis as a new 
critical tool, the topic demands attention. 


Of course there is considerable civersity among 
the critics associated with Sereen. In the Summer 
1975. issue, the editorial notes that Sereen's edi-- 
torial»board is not unified in approving of all the- 
articles. At the same time, given internal diver- 
sity, there can be no question that "the Screen — 
group" exists. Screen has been a rallying point for 
younger British critics interested in semiology and 
Marxism and consecutive issues show a continuity of 
interest and intent. The aim of Screen's most recent 


- work was clearly stated in their editorial in the 


Spring 1974 issue: they are attempting to answer the 


_most debated and central question of radical and 
Marxist film theory at present--the question of 


ideology and film. Their interest in psychoanalysis 
grows out of an attempt to deal with the nature of 
ideotogy. : 


THE NORTH ATLANTIC CONNECTION 


If you get into trouble with an American who is 
an intellectual, one question you ask him: who 
is your psychoanalyst? He will be very embar- 
rassed, or he will tell you straightaway, and 
you and he are friends. 


--C.L.R. James, Modern Poli- 
ties: Lectures at the . 
Trinidad Public Library 


Different national situations partially shape any 
film discussion between the English and Americans. 
Because the differences give a context, it's useful 
to point them out, even though this understanding 
may have nothing to do with deciding on the validity 
of various positions. 


Most importantly, there is a distinct difference 
between the US and English approaches to the question 
of ideology and how it functions in cultare, The 
American critique of the dominant culture and its 
ideology has been principally raised by the opposi- 
tion political groups which have emerged in the last 
15 years: the movements of black and other racial- 
national minorities, women, gay men and lesbians, 
students, and the counterculture. Additionally, the 
anti-imperialist movement and the American left have 


- contributed to the critique, which has been tied to 


practical activity. . Theoretical understanding of 
ideology has been underdeveloped: Marcuse's pessi- 
mistic One-Dimensional Man is probably the only 
widely read work on ideology; though in recent 
years other left perspective have been introduced 
(Gramsci, Althusser, etc.). ; 


In contrast, theory predominates in the develop- 
ment of a radical British film criticism. Attempt- 
ing to go beyond an established liberal and left- 
liberal position on culture, Screen has-been oriented 
to recent French theory: the left film magazines 
Cahiers du cinéma, and Cinéthique, Marxist theorist 
Louis Althusser (Ben Brewster, the current editor of 
Sereen, has translated Althusser), and non-Marxists 
such as Roland Barthes and Jacques Lacan, etc. Eng- 
Tish radical cultural thought tends to critique ide- 
ology in explicitly class terms with a strong theo- 
retical underpinning. 


The British and Americans differ substantially 
with regard to left political work in institutions. 
The English accept working within the British Film 
Institute and the Society for Education in Film and 
Television (the publisher of Screen), in an effort 
to move them left. And, in fact, they have succeeded 
in doing so. In contrast, it's hard to imagine an 
American leftist thinking seriously of working: in 
the American Film Institute, the University Film 
Association, or Film Quarterly and expecting to move 
them significantly leftward. 


In very general terms then, in developing a radi- 
cal film criticism, the British tend to work within 
established institutions, have a deeper theoretical 
foundation and pay more attention to class and Marx- 
ist interpretation than the Americans, who tend to 
work with alternative institutions (Cinéaste, Women 
and Film, JUMP CUT), and have closer ties to active 
political practice, and a broader view of factors 
such as sexism and racism which mediate the class 
nature of ideology. 


Freud's very different reception in England and 
America adds another factor producing a difference 
in the discussion of film, ideology and psychoanaly- 
sis. As Julia Lesage pointed out in her critique of 
Sereen, the American reception of Freudian concepts 
has been pervasive, filtered through a massive cri- 
tique, and heavily revised. The very recent intro- 
duction of serious Freud study in England seems 
strange to Americans, but the impact Freud is having 
in intellectual circles must be massive, Here in 
the US, where psychology is a. growth industry, where 
one of the most successful mass circulation middle- 
brow magazines is called Psychology Today, where a 
new laundry detergent is named “Ego,” it is strange 
‘to find, for example, the word and concept “neurotic” 
is not in common British usage: someone is described 
as “terribly shy” or “very nervous." Thus a good 
deal of English Freudian thought must be taken in 
the context of its newness:*' Given decades’ of ‘ighor+ 
ance, it. is easier to see how British intellectuals 
can uncritically accept Jacques Lacan's recasting 
of Freud in a Hegelian mold. Certainly refinements 
will have to be forthcoming. 


THEORY: UNCONSCIOUS AND UNSELF-CONSCIOUS 


I'l] letcha be in my dream 
If can be in yours 


--Bob Dylan 


In the Summer 75 Sereen, editorial board member 
Christine Gledhil] reviews Peter Harcourt's book Stix 
European Directors and begins by remarking about 


...Seneen's contention that theoretical, criti-- 
cal and educational practices are virtually 
linked--that each produces and is. reproduced by 
the others with crucial consequences for the 
ensuing film culture. These connections have 
for a long time been more a matter of convic- 
tion and assertion than of concrete.analysis, 

‘put SEFT has produced Sereen in the belief that 
an‘ intervention onthe theoretical front was‘ 
vital for the growth of a film culture in 
Britain. 


his is a fair statement of Sereen's intention and 


‘activity. But it sounds a bit odd to American ears. 
There is no mention of filmmaking--commerical or in- 
dependent or radical--and no mention of film distri- 
bution, exhibition, or attendance. (There is radi- 
cal filmmaking and distribution-exhibition in Eng~- 
land, but this apparently lies. out of Sereen's realm, 
by choice.) Gledhill offers no political reason for 
the intervention on the level of theory. Actually 
there is a material basis for this choice, which is 
that a fair number of Screen theorists do not have 
substantial teaching experience; therefore, it's 
quite logical that they could “intervene” in the 
area of theory more easily than in the area of edu- 
cation. 


Gledhill. proceeds with a very negative critique 
of Harcourt's book, which also extends to Harcourt 
as a teacher. In part, Gledhill attacks Harcourt as 
representing a species of empiricism--relying on 


film as “experience” and on the “personal response“ 
to film. Unfortunately, Gledhill is so anti-empiri- | 


cist that her argument comes down to nearly libeling 
Harcourt as a repressive teacher--something that - 
could only really be determined by (empirically) ob- 
serving him teach and seeing the results of his 
teaching on- students. This is a small example of © 
Sereen's materialistically correct anti-empiricism 
falling into the trap of idealism because it postu- 
lates "theory" as an autonomous “practice,” and 
“knowledge” as something apart from the material 
world, While Americans err in developing practice 
to the neglect of theory, Screen errs in the opposite 
direction: developing a left theory without substan- 
tial relation to left cinematic activity, including 
teaching, and left political practice. The very 
idea of a "theoretical practice" is an ingenious, 
but hardly Marxist, formulation. Marxists of all 
persuasions have always postulated the interdepen- 
dence of theory and practice, without confusing the 
former as the latter. 


A similar confusion about theory lies at the base 


of Juliet Mitchell's Psychoanalysis and Feminism (US: 
Random-Vingage pb), and since in.their “Comment,” Ben 
Brewster, Stephen Heath, and Colin MacCabe take Mit- 


chell as “more than adequately" dealing with Lesage's © 


objections to Screen's Freudianism, it's useful to 
take a look at Mitchell's book. In her new work, 
Mitchell expands on what was a brief chapter in her 
earlier Woman's Estate (1971). As the title indi- 
cates, it deals with Freudian theory as it relates 
to women: the first section explicating Freud, then 
going on to critique Wilhelm Reich and R.D, Laing 
from Mitchell's position of orthodox Freudianism (7. 
e., strict, traditional, sanctioned psychoanalytic 
thought), continuing with ‘a critique of feminist 
criticisms of Freud, and ending with her own theory 
of patriarchy, an unsuccessful attempt at a fusion 
of Freud, Lacan, and Lévi-Strauss. 


A full discussion of Mitchell's work would have 
to be quite long. I'm not going to attempt that 
here. But I think sufficient questions can be 
raised to demolish the Brewster-Heath-MacCabe assump- 
tion that Mitchell's book in any sense adequately 
deals with Lesage's specific objections. At the be- 
ginning of her book Mitchell executes a very clever 
maneuver by specifying psychoanalysis, following 
Jacques Lacan, as the "science of the unconscious." 
And if we ask what the “unconscious” is, we are told 
that it is what Freud found it to be. This is circu- 
lar reasoning: using it one could construct any num- 
ber of closed system "sciences." Tarot card reading, 
by this process, can be claimed as a “science”: it is 
what its founding practitioners said it was. 


Now Mitchell does this for a good reason; essen- 
tially she wishes to distinguish psychoanalysis from 
psychiatric therapy and the general field of psychol- 
ogy. It is, according to her, not part of, not 
allied with, these fields, but it is a completely 
separate and self-contained “science.” Brewster, 
Heath, and MacCabe accept this intellectual sleight 
of hand without blinking, blithely ignoring along 
with Mitchell, the underlying methodological prob- 
lems. (What, for example, are-the standards of -evi- 
dence for a science? What would be the evidence for 
psychology as a science? What would be the evidence 
for a “science of the unconscious"?) But Mitchell's. 
definition is totally inadequate to describe Freud's 
project. For example, Mitchell uses the “science of 
the unconscious" argument to separate Freudian theory 
from clinical practice (although this itself is a 
heresy within mainstream Freudianism). Much more 
seriously, it presents an unusual, nay unrecogniz- 
able, version of Freud. Freud is here the theorist 
of the unconscious,’ the founder of the science of 
the unconscious, and nothing more. (Inconsistently, 
Freud the man is later reintroduced from time to 
time when it is useful for attacking other posi- 
tions.) Gone is Freud the founder of modern psycho- 
logy; gone is Freud the social theorist of Civiliaa- 
tion and Ite Discontents. But Freud is really too 
large to fit in Mitchell's closet. He was.a clini- 
cian, and his life's work was clearly directed at _ 
therapeutic ends; he was a social theorist with a 
particular version of history, and his work was also 
aimed at constructing a general explanation of human 
psychology and civilization. Mitchel] narrows, by 
taking out of history, Freud's role in the founda- 
tions of psychology. Freud's own definition of 
psychoanalysis as “the science of the mental uncon- 
scious," which Mitchel] quotes on p. xii. to establish 
her narrow definition of psychoanalysis, was very 


«yo \Clearlyaptated by Freud at a time when he wished to 


differentiate psychoanalysis from medicine and from 
the’ prevailing psychiatry which found only physical 
causes for mental disturbance. Indeed, Freud com- 
plains, in the very passage Mitchell quotes, that 
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medicine does not study “the higher intellectual 
functions" (a phrasing which certainly covers more 
than the narrowly defined unconscious). In this 
period, Freud was interested in developing a general 
psychology, gathering into one field what formerly 
was split between medicine and philosophy. As he - .. 
remarked in 1927, “{Psychoanalysis}] is certainly not 


the whole of psychology, but its substructure and_ 


perhaps even its entire foundation." 


_ Although the topic of her book--psychoanalysis 
and feminism--to some extént excuses her, as a de- . 
fense of Freud to an American reader, Mitchell fails 
by carefully not engaging the heaviest critiques and 
revisions of Freud, both from within a therapeutic 
and/or theoretical perspective (Adler, Sullivan,’ 
Horney, Jung, Gestalt, Fromm, etc.) on the.one hand, 
and empirical research on the other (biological. re~ 
search on mental activity, genetics, psychopharmacol-—~ 
ogy, etc.), and work on areas-of importance 
to the Freudian system such as sexual response 
(Masters and Johnson) and early child development 
(Piaget and many others). All of. this is dismissed 
by Mitchel? for not accepting the unconscious, that. 


is} the strict Freud-as-interpreted-by-Lacan defini- 


tion of the unconscious. (Of course it has to be. 
dismissed, for such work questions basic. postulates 
of Freudian thought.) Any argument of any kind is 
basically dismissed for not matching the definitions - 
of the faithful: there is only one True and Revealed 
Unconscious, and The Holy Sigmund brought it to us 
mortals. 


Mitchell's book is-not.a dispassionate investiga- 
tion into the subject of psychoanalysis and feminism 
rather_it is a highly partisan-defense of Freud .in 
the face of feminist and other critiques of Freud. 
(It was received in‘The Psychoanalytic Review as a 
rousing putdown of feminism.) While Mitchell is in- 
cisive in pointing: up the inadequacies: of Wilhelm 
Reich's and R.D. Laing's alternate psychologies, her. 
critique comes entirely from within the Freudian 
fortress. Thus she never acknowledges that the moti- 
vation of Reich and Laing began with their recogni- | Fs 
tion of fundamental lapses in the Freudian system. . 
For example, she mentions one of Laing's principal 
criticisms--that Freud's psychology takes the single, 
isolated, reified personality as its object of study © 
and has little interest in social interaction beyond | 
infant personality formation--but she never deals 
with or answers this point. Rather, Laing's overall 
project is found unsatisfactory, and dismissed total- 
ly. This is simply begging the question. In reply- 
ing to Lesage, Brewster-Heath-MacCabe :do the same 
thing. Lesage. mentioned Laing's crucia? objection to 
Freudian thought. In response, the Sereen trio takes 
Mitchell's purism a step further: 


Various kinds of Freudian revisionism [with the 
exception of Lacan, apparently], the ‘existen- 
tialist psychoanalysis’ of Laing, already much 
more remote from the psychoanalytic tradition, 
and the ‘sexology’ of Masters. and Johnson. can- 
nat be synthesized into any coherent position.... 


Of course not. This is to set up a straw position 

and then to knock it down. And while a clever pole- 
mical device, it is also @ classic ‘avoidance tech- — 
nique, and intellectually a bit shoddy. Mitchell. 
“and the Screen Freudians continually fall into this be 
“either-or"- pattern. -Either Freud is 100% right or . 
he is 100% wrong; same with Laing, who opposes Freud; - 
Laing is found to be less than 100% right; therefore, 
Freud is 100% right and-we need not examine Laing's 
critique of Freud. Clearly, it is unsound thinking. 

It is also, in Freudian terms, oral absolutism and 

anal compulsive reaction formation. 


Against such argument one can only direct the un- 
convinced to the many votumes commenting on Freudian 
position, beginning with the basic histories of Des . 
psychology and the standard textbooks. And I can 
note in passing that in-the process of her special 
pleading, two severe internal problems appear in 
Mitchell's revision of Freud. First, she clainis 
that Freud:was-not prescriptive, but she must claim 
so in the face of his constantly implied and invoked 
norms. Second, she. concentrates on the Freud of 
1890-1920 and never adequately comes to grips with 
the later elaboration of the concepts of ego, id, 
and superego, and libido, and Freud’’s view of his- 
tory. 


NOT RECONCILED 


Phallus? Penis? I always called it a wee-wee! 
--200 .MOTELS 


The excursion into Mitchell's version of Freud 
has not been for nothing, for Brewster, Heath, and 
MacCabe also accept psychoanalysis as a system that 
cannot be refuted, only adjusted from within. But, 
standing outside the theoretical edifice, one can 
point out that it is built on shifting sands. So, 
here is a running commentary on their “Comment” in 
reply to Lesage. 


To begin, the three Freudians seem not to know 
how to deal with-being attacked--and by a woman. 
This may be a difference in intellectual traditions 
(British repressed manners vs. American rough house), 
but it seems as well to reflect their distance from 
militant feminism. (A distance which in turn brings 
into question the closeness of their “theoretical 
‘practice" to the real world. ) 


Be that as it may, the writers pretend not to un- 
derstand what orthodox Freudianism is, or might be 
(orthodox: sound or corréct in doctrine). This is 
for good reason, for as*they admit there is consider- 
able variation internationally among the various 
sanctioning bodies: most particularly, the French 
organization expelled Jacques Lacan for revisionism 
in the 1950's, a\purge upheld by the international 
body. Since our British Freudians favor Lacan, side- 
stepping the issue here saves them the expenditure 
of energy required to deal with the question of . 
creeping revisionism. After all, once admitted, 
revisionism tends to get out of hand. But the fact 
remains that in following Lacan they are in a Freud- 
ian revisionist camp (though doubtless Lacan and his 
followers see themselves as the true adherents of 
the doctrine--part of the pathology of revisionism). 
The Screen troika goes on to identify~-a serious prob- 
lem: if there is a, Freudian orthodoxy, one might see 


‘the Freudian System as “totally ideological, as fur- 


nishing no. hold of .knowledge." This needs a little 
explanation for the uninitiated. (Sereen writers in 
general have a magnificent ability to cover their 
intellectual tracks and assume everyone has read the \e 
books they have, and that there is common knowledge 3 
of and agreement on terms. This may stem from the 
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elite tradition of British intellectual life: a 
coterie speaking to itself. In contrast, Americans 
toss out footnetes with democratic abandon.) Anyway, 
"“¥deological" here means “false"~and “knowledge” 
means “truth.” The terms are taken over from Al= 
thusser. 


~The Freudian trio can't quite bring itself to ad- 
mitting the validity of the feminist critiques Lesage 


mentions ("may be legitimate...certain currents of .... 


Freudian thought"), but it is "beside the point," be- 
‘cause the only valid critique they will allow is an 
internal one. The charge.of sexism is thus meaning- 
less, for the "science of the unconscious" does not 
allow for it... Then comes the defense based on Freud's 
intention; however Lesage's argument was clearly made 
on the basis of Freud's resuZt--that is, what psycho- 
analysis actually says and does. (And since intent 

is at least fairly private, and certainly heavily 
influenced by unconscious faetors, how do Brewster, 
Heath, and MacCabe know Freud's intent? Even within 
the realm of psychoanalytic postulates. this is a 
pretty weak plea.) 


Next, the three commentators. throw out a red her- 
~ ring: Lesage’s authorities are found to be "incompat- 
ible.” (Somehow this suffices for them not to deal 
with the "knowledge"--to use their term--that might 

be gained from considering anyone but Freud and 

Lacan.) Therefore, being incompatible, they can't 

be "synthesized into any coherent position,” though 

Lesage never said that they could. (The three never 

do get around to indicating how Freud and Marx can 

be “synthesized into any coherent position.") So, 
“we needa - 


coherent position from which it would be pos- 
sible to move from.a protest against oppression 
to the knowledge of that. oppression which is 
also a precondition (but not the only or the 
‘first one) of its removal. 


This is curious. It certainly seems on this side of. 
the Atlantic that women know their oppression, and 
that increasingly they are acting to remove it, for 
example in struggles against wage discrimination and 
‘for child care. Apparently our Freudians haven't 
considered Mao’s classic statement, 


Where do correct ideas come from? Do they drop. 
from the skies? No. Are they innate in the” 
mind? No. They come from social practice, and 
from it alone. : 


But perhaps I just don't understand what they do mean 
by “knowledge,” 


I do understand their ability to.set up a straw- 
woman rather than dea) with Lesage’s points. They 
begin by completely altering Lesage’s rejection of 
“an oppressive orthodox Freudianism that takes the 
male as the basis for defining the female,” by chang- 
ing it into "the desire for a social practice that 
will give as much sanction to the ‘feminine’ as it 
does to the 'masculine.'" They claim that this in- 
correct formulation of Lesage’s position "presupposes 
the natural pre-existence of masculine and feminine 
subjects." But Lesage’s article neither explicitly 
nor implicitly argues a “natural pre-existence" but 
rather biological and social difference. Lesage 
states, “we have to recognize entirely different 
social experiences based on the faet of sex, the 
‘faet of the oppression of one sex." (emphasis added). 
Is it perhaps a classic male defense mechanism--not 
listening to a woman--operating here: attempting to 
deny biologica? and social differences, and sexual 

Oppression? 


They go on to claim that what Lesage "really re- 


NEW DAY means films by feminists. it is the first 
national distributor for feminist films; the filmmakers 
run it co-operatively. We offer films on subjects of 


jects" is Freud’s biséxuality theory. (What they 
mean is Lacan's bisexuality theory.) There is, in 
their universe of discourse, no way of questioning 
Freud's or Lacan's postulates. The "science of the 
unconscious” ploy resolves all lingering problems, 
cuts off all questions, liquidates the opposition. 

If ‘the work of others suggests major flaws in ortho-. 
dox Freudien views, this is not the occasion for a 
re-examination, but rather for a polemical defense. 
Thus we find Mitchell and the Sereen Freudians either 
redefining the Freudian project. im an attempt to make 
irrelevent any objections from others or holding the 
fort against all intruders. It smacks of a conver- 
Sion experience, for none of them apparently can be- 
lieve that anyone was ever able to offer any critic- 
ism of Freud with any measure of validity or that 
Freud's insights might be developed and made more. 
sophisticated. In fact, they are perfectly happy re- 
defining objections; it's a marvellous theory that 
can put words in the mouths of its opponents. 


And of course, putting words in one's opponents’. 
mouths means you don’t. have to.listen to what they 
are saying. - Thus Brewster-Heath-MacCabe essential ly 
deny women's oppression. It's the oppression of 
"“feminity,” according to them. ‘The mechanisms. of 
socialization, which are inherently oppressive to 
women," (Lesage) becomes according to the Freudian 
trio: “only secondary conditioning." If it’s-any 
consolation, they add they are not “reconciled to an 
inevadieable inferiority of women.” But they seem 
pretty content with finding females “inferior in the 
present. "Not reconciled” is not the’ same thing as 
"opposed." And of course, their very wording i]lus- 
trates their sexism: the "inferiority" not the “op-- 
pression” of women. {Is the working class also 
“inferior"?) And eradicating the problem? Apparent- 
ly all women need is a good psychoanalyst. 


Well, wetve heard it al) before. The commentary 
does go on to something new: their Lacanian exposi- 
tion of concepts and terms. In the hands of our 
three commentators, Lacan's sybilline pose and prose 
becomes tortured phrasing (take any line at random). 
All of this monkey business is important, they final- 
ly get around to saying, because it will explain the 
“construction of the subject" (the film observer). 
But how do they now it will do this? Again, we're 
supposed to take it on faith, and Lacan's authority. 


UNASKED QUESTIONS, UNQUESTIONED ANSWERS 


Ina way, this diversity is very exciting, but 
one has at some point to ask: are these real 
beginnings, or -so many false starts? 


--Juliet Mitchel) 


At the moment Sereen appears to be in transition 
from one distinct view to another of what film is 
(in the sense of what we should be most concerned - 
with in thinking about it). The established and 
more’ predominant view regards film and films as 

_ relatively autonomous objects of study. The minor- 
ity view considers film in history, in society, and 
in terms of the audience. Most frequently both 
views are found. For example, Stephen Heath's analy- 
sis of TOUCH OF EVIL (Spring and Summer 75) is both 
a detailed internal analysis, and at two significant 
points goes “outside” the film to discuss the Mexi- 
can/American theme, and the character of Susan as an 
object of exchange within the male world of the film 
--both important aspects ignored by other commenta- 
tors. In addition, Heath's goal, as he states it, 
is not to arrive at a comprehensive "meaning" for 
the film,’ but to, use it as a text in which to éxam- 


ine how elements: of the film work on the subject, 
that is, the audience. 


There is an uneasiness in Screen's work here. 
Brewster recognizes that viewers may impose their 
own readings on a film, and that class is a factor 
in this. But he also argues that readers "aré not 
‘free’ to invent [their] own reading of the film.” 
"A reading which may not be that of the makers im- 
poses itself on the reader, it has a force which 
cannot simply be denied." (Spring 75). This must be 
questioned. Certainly there are boundaries beyond 
which a reading of a film cannot go. But is there 
really."a reading which...imposes itself on the 
reader?” There is considerable basis to doubt this 
assertion. (See, for example, Evan Pattak's article 
on responses to THE PEDESTRIAN in JUMP CUT 7.) 
Sereen's writers are anti-socio}ogical (unable to 
recognize a Marxist sociology, apparently) and anti- 
empirical (unable, apparently, to recognize the Marx- 
ist imperative to use and go beyond, not to discard 
a priori, what can be gained from empirical study). 
The Sereen group seems determined to find a single 
reading at the expense of considering ambivalence, 
ambiguity, irony, and polysemy within the film on 
the one hand, and neglecting variety within the mass 
audience and contradictions within the individuals 
in the audiénce on the other. 


Thus their concentration on the "construction of 
the subject" takes this "subject" as isolated, indi- 
vidual, having a private experience of the film, and 
predetermined by the (Freudian) unconscious which in 
turn is determined by early childhood experience. 
The subject is essentially out. of society and rut of 
history (except the society of the nuclear family 
and the history of childhood personality develop~ 
ment). Using this essentialist subject, -in turn 
universalized, Screen falls into the very idealism 
it decries. 


Between the Sereen concept and Julia Lesage’s ar- 
gument that Sereen constructs a subject which defines 
the female in terms of the male, which defines the 
female a$ "a lack," which ignores biological and 
social and political difference, which transforms 
oppression into “inferiority,” there can be no syn- 
thesis. Sereen has constructed a subject defined 
only by the maie, free of class differences and class 
antagonisms and which has not been and is not affec- 
ted by the subject's social history and social real- 
ity. Ideology then, when it isn’t in the singular 
“reading” of the film, is shoved into a place (the 
unconscious) and a time (infant personality forma- 
tion) where only psychoanalysis can find it and 
bring it to our attention. Politically, this is a 
formula for quietism. 


A POLITICAL BASIS FOR FILM THEORY 


There's a pain deep down inside 

It cannot be denied 

I can't be satisfied _ 
Let it go, let it go, let it go, let it go. 


--"Constipation Blues" 
Screaming Jay Hawkins 


There is a question I have hesitated to ask until 
this point: are they Marxists? Sereen and its writ- 
ers have been remarkably coy about the matter, per- 
haps for tactical reasons of working within an estab- 
lishment institution. At best they have used Marxist 
phrasings, invoking historical materialism, one of 
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JUMP CUT film theory mini-lesson 
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the three components of Marxism (Lenin), but not the 
other two--Marxist economic theory and the doctrine 
of class struggle. However, they are now being open- 
ly attacked as Marxists by Robin Wood, which may 
force them to take a stand. 


_ In the meantime, Screen's work seems most heavily 
colored by its reactive nature: anti-sociology, anti- 
utilitarian, anti-empiricism, anti- etc., rather than 
having its own logic of development. -Screen the pub- 
lication and Sereen che loosely affiliated group of 


: critics remain open to a number of serious political 


criticisms, 


ONE. Although their version of psychoanalysis is 
-dressed up in new words, it turns out to be about as 
simplistic as Hitchcock's version of Freudian ideas 
in PSYCHO and MARNIE. One reason for this is that 
they have essentially leapfrogged their way to Lacan 
without doing their basic background reading. Most 
flagrantly, none of them mention Freud's book Jokes 
and Their Relation to the Unconscious, which is _ 
Freud's clearest and most essential exposition of 


. his ideas applied to verbal and narrative art. Also 


the Sereen critics are apparently totally unfamiliar 
with major theorists on the use of psychoanalysis in 
art criticism, such as Rudolf Arnheim, Ernst Kris, 
Martha Wolfenstein and Nathan Leites, Simon Lesser, 
Charles Mauron, and Norman Holland, to name a few, 
‘Since they don't even mention them to dismiss them. 
Of course the purism and either-or way of thinking 
so characteristic of Screen articles is much easier 
to maintafn if one claims one little patch of Freud- 
ian thought, the Lacanian garden, is Eden before the 
fali. But for all the fancy terms and redefinitions 
of older terms, it doesn't take much to see what's 
under this emperor's new clothes. 


TWO. There is a point when tolerance for the nec- 
cessary complexity, high level of discourse, and ap- 
parent separation of theory from mundane concerns 
which is essential to theoretical development, has 
to wear out. To be blunt: how much longer do we have 
to wait until Sereen's writing is clear? Beyond its 
own circle, Screen's unintelligibility is notorious. 
One example of many: Heath defines a key term in the 
third paragraph of his TOUCH OF EVIL essay: 


Reconstitution is the relation across the in- 
stance of the subject between the primary regu- 
lation (the construction of the individual sub- 
ject) and the definition of this construction 
in specific signifying practices, its recon- 
struction or replacement, where “replacement” 
means not merely the repetition of the place of 
, that construction but also, more difficultly, 
the supplacement--the overplacement: supplemen- 
tation or, in certain circumstances, Supplanta- 
tion (critical interruption)--of that Senstruc- 
tion in the place of its repetition, a reffgura- 
tion of the subject. ~ 
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You don't have to be very familiar with psychoanaly- 
sis to see that this writing is extremely defensive, 
constantly setting up barriers between author’ and 
reader. 

intelligibility is a difficult editorial problem; 
one that JUMP CUT faces as well. John Hess and I 
constantly face the dilemma of receiving articles 
which may be of great importance to a small nunber ~ 
of our readers, but which will be beyond the experi- 
ence of most of our-readers. How does one--editor, 
writer, filmmaker--decide what audience she or he is 
addressing and what effect an article or film will 
have? Sereen is not oblivious to this problem.. 
MacCabe's exposition of Lacan in the Summer 75 issue 
followed their introduction of unexplained Lacanian 
concepts by a full year, but it was a healthy and . 
lucid explanation of Lacan--doubtless. the best short 
introduction in English. Also MacCabe recognizes 
the unneccessary difficulty of, and inherent elitism 
of, ‘the Screen trend of film writing in his Spring 
75 review of a book of essays on Raoul Walsh. But 
the overall trend in Screen remains crabbed writing 
with crucial concepts used without introductory de- 
finition (e.g., Jacques Derrida's concept of. "differ- 
ence," the Freudian distinction between unconscious 
and preconscious). We have to ask, to whom are they 
speaking? And answer, all too often, only to them- | 
selves. 


THREE. Screen has movéd through a series of in- 
terests in the 1970's: structuralism, semiology, 


‘French concepts of ideology in film, Russian Formal- 


ism, Brecht, and now psychoanalysis. I certainly 
don't think that this is an intended weakness for 
fads, as is frequently charged. However, in effect 
because each has been presented with some fanfare as: 
the new key to open al? locked doors in film critic- 
ism, and each has been presented in a basically ex 
cathedra way, something is awry. As Screen moves 
along we find the methodology changes, but two things 
remain disturbingly the same. First, the body of 
key films remains basically the same old auteurist 
favorites. Second, Screen continually opts for for- 
malism, as seen most clearly in their ability to 
elevate Brecht's anti-illusionist: techniques above 
his political content, effecting the same separation 
as bourgeois Brecht critics. 


FOUR. In their argument for a Lacanian-Freudian 
explanation of the person, the Screen critics attempt 
a new kind of biological determinism by claiming per- . 
sonality is decisively established prior to the in- 
fluence of class and other social factors. Personal- 
ity is a virtual universal, determined in early 
childhood. However this theory is in flagrant con- 
tradiction with their proclaimed materialism, for, 
in the case of their postulates about females, they 
can offer no explanation of how--given their descrip- 
tion of women--feminism has developed in individuals, 
and in a massive movement. Essentially the Lacanian- 
Freudian mode] recognizes the realm of current ideo- 
logy without being able to offer any material basis 
on which that ideology can be changed. According to 
this theory, the limited but significant struggle 
against patriarchal institutions and ideology in 
Cuba, say, does not and cannot exist. This is anti- 
empiricism ad absurdum. 


FIVE. In their enthusiasm for Althusser as a cor- 
rective to the obvious mechanistic problems of Vulgar 
Marxism, the Screen group has’fallen into a Consider- 
able confusion and distortion of Marxism. Althusser, 
reiterating a Marxist commonplace, speaks of ideology 
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as presenting imaginary or false relationships as if | 
they were real or true relationships. Claire John- 
ston, in the Summer 75 Screen, transforms this into 


“Althusser's thesis as to the essentially imaginary 


nature of ideology,” which is a distortion of Althus- 
ser and Marxism. Ideology is not imaginary; it can 
have. the effect of a material force in history. From 
this kind of misunderstanding (one so flagrant one 
can only Wonder if they have read any Marx or any 
Marxism besides Althusser) there follows a chain of 
thought: false=imaginary=imagination (in the Roman- - 
tic sense)=unconscious (in the Freudian sense). 
Thereby ideology is deposited in the unconscious... 
very strange, and also very non-Marxist. (Althusser, 
who has written favorably of Lacan, is not an inno- 
cent party to this confusion; the uninformed should 
be aware that Althusser's version of Marxism is prob- 
lematic and has come under considerable attack by 
other Marxists.) 


In a similar vein, the Sereen group seems to -ac- 
cept Althusser's separation, in a series of his 
essays, of superstructure from base, of ideology ~ 
from superstructure, and finally of art from ideolo- 
gy. without a second thought, although it results in 
a separation of art from base which makes any connec- 
tion impossible, and which thereby goes far away from 
orthodox Marxism. 


SIX. Essentially Screen separates politics from 


’ everyday life and in doing so liquidates political 


struggle. Following the political implications of 
Sereen's line of thought, we find that the task of 
the revolution and of revolutionaries is not to 
seize state power and the means of production, but- 
to analyze ideology so we can liberate ourselves from 
it. The struggle against ideology takes the place of 
the class struggle, and the vanguard of the struggle: 
why, intellectuals trained in psychoanalysis! The. 
resuit is a "theoretical practice” without political 
practice that results in no practical theory. 


SEVEN. I think we have to ask seriously if we 
have time for much more of this. Let's face it, ft 
takes several years of an intel lectual's working life 
to master psychoanalysis, or semiology, or Marxism. 
Given Sereen's unabashed non-humility in proclaiming 
Lacanian psychoanalysis as the revolutionary-all-new- - 
s-toughest-intel- 
lectual-problems ANSWER, should we drop whatever else 


we're doing and ‘get on this new bandwagon? ’ 


Hopefully Screen will change and develop. If it 


- doesn’t, -it will remain important, but only to a 


miniscule elite. Patience is running out; skepticism 
is growing stronger, Unless Screen can show some 
substantial results with this new Lacanian excursion, 
one can only conclude that we're better off pursuing 
the answer to the question of ideology directly by 
spending our time on Marxism rather than using the 
indirect route of psychoanalysis. 


POSTSCRIPT, POST-MILWAUKEE ~ 


| wrote the above before going to a symposium on film 
theory at the University of Wisconsin at Milwaukee, Nov. 
18-22, which I'll report on in the next issue, - 


After talking with Stephen Heath and several other 
British film people at the conference, | want to qualify 
some of the above. While { still think the American vs. 
British generalizations above have merit in indicating the 
sources and conditions of important differences, the 
situation is much more complex, of course. Screen sees 
itself and is seen as standing distinctly outside of the uni- 
versity establishment in England. Additionally, there are 
many more differences and shadings of opinions among the 
people associated with Screen than | have indicated. 
These differences have recently emerged in.an intense 
internal debate over the magazine's future editorial di- 
rection. Finally, 1 should odd that the real division has 
emerged in the guise of a national one (which this reply 
accentuates), but it crosses national lines in reality. 


--Chuck Kleinhans 
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Old and the New: 
Latin American Cinema 


LAND IN ANGUISH (TERRA EM TRANSE) 


--Julianne Burton 


When Lino Micciché, in his leakciengpte opening re- 
marks at the first evening film session, announced 
that this the 11th Mostra Internazionale del Nuovo 
Cinema might well be the last, there was hardly a 
stir from the auditorium filled to capacity with 
visiting journalists and local public. As the major 
forum for both feature and documentary films of an 
experimental and invariably political nature, and 
as an alternative to the "First-world," established 
.cinema of Hollywood and Western Europe, the Pesaro 
festival has played a major role since its inception 
Its support for alternative film move- 
ments--bringing films and filmmakers together in a _ 
format which substitutes roundtable discussion for 
juries and competition while still providing broad 
international exposure--has made a significant con- 


tribution to the survival of those movements. films. 


from Eastern Europe, Japan, Africa and the Arab 
countries have been consistently featured, but per- 
haps it is the Latin American- filmmakers and their 
movement's followers who have been the greatest 
beneficiaries of the Mostra. Though early indepen- 
dent activities in Brazil and Argentina pre-date 
the founding of the festival, for the most part the 
life-span of the militant New Latin American Cinema 
movement coincides with that of the Mostra. Virtu- 
ally all the key films--severdl of which are still 
not available in the U.S.!--had their first screen- 
ing in that Italian seacoast town: Argentina's 
HOUR OF THE FURNACES*, ‘Bolivia's BLOOD OF. THE CON- 
DOR* and THE COURAGE OF THE PEOPLE*, the films pro- 
duced in socialist Chile and in the heyday of Bra- 
such as MEMORIES OF UNDERDEVELOPMENT*, LUCIA*, and 
DAYS OF WATER, Who-can predict the impact that the 
possible closing of the Mostra--coming as it does 
at a time of reactionary ascendancy ‘in so many 
Latin American countries--may have on the survival 
of the New Latin American Cinema? ~ 


From the festival director's opening address, a 
subdued air, a sense of decline, characterized this 
traditionally controversial and often explosive 
festival. The audience remained an amorphous pas- 
sive receptor throughout, failing to generate any 
real political exchange--either between the members 
of the audience themselves or, in those rare oppor- 
tunities where the directors were present, between 
the audience and the filmmakers. 


The Mostra was declared to be in a state of 
financial crisis of such dimensions as to jeopardize 
its survival. What was not stressed (because it 
was obvious?) was the political dimension_of this 
economic bind, Pesaro. is a comnunist-control led 


at the (Last?) Pesaro Festival 


Italian -town in a Christian Democratic region, and 
the latter party is increasingly reluctant to legis- 
late the funds formerly channeled into the festival. 
The most optimistic alternative, never fully ela- 
borated, seems to be to relocate the festival on 

the opposite coast, at Livorno. 


The new austerity had a direct impact on the 
social and consequently the political relations dur- 
ing the eight-day festival. . In previous years, all 
invited guests--both filmmakers and journalists-- 
were given free room and board at a centra] hotel. 
Casual encounters abounded in lobbies and elevators, 
and the dining room became the set for social inter- 
action and lengthy political debate. Participants . 
apparently had a sénse of each other and--however 
temporary--a sense of themselves as a group which 
was never’ generated this year: A second product of 
the new economic constraints was the absence of 
simul taneous’ translation in anything but Italian, 
and occasionatly French. (In the past, Spanish and 
English were available as well.) Since this year's 
films, with very few exceptions, were in Portuguese 
and Spanish, aural comprehension was difficult for 
many viewers. Lack of simultan@ous translation also 
seemed to restrain discussion after specific presen- 
tations. 


The politcal content of the festival itself, 
apart from what was manifest or to be construed on 
an individual basis from the specific films, was 
generally reduced to the formal reading of declara- 
tions--against the fascist policies of the Chilean 
junta and specifically the incarceration of several 
film people, for example, or against the current 
state of seige in Argentina and the government's 
mounting repression ‘against al] cultural workers on 
the left, especially those involved in filmmaking. 
Outside the theater, the political presence was 
considerably greater, as more and more Italian left 
groups set up displays of newspapers,—literature, 
posters and records. One-group appropriated the 
central arcade’ for a series of bulletin boards 
which graphically detailed the plight of Latin 
American workers and ponmagse under the current re- 
pressive regimes. 


Some of the more seasoned and cynical journalists 
at the festiva speculated that even the selection 
of films was dictated by economic necessity: speci- 
fically, that the two simultaneous program cycles 
offered--a retrospective of Brazilian Cinema Novo 
and of Italian filmmaking under fascism--were deter- 
mined in large part on basis of the modest 
financial outlay they required. To have the-Chilean 
exile production of the past year, the new Cuban 


-and Argentine output, and the less numerous films 


- 
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from other Latin American countries -interspersed 


_ among thirty-five from a movement which--as the 


films themselves demonstrated~-has now come full 


“circle, from banality through genius to the current 


powerlessness in the face of governmental suppres- 
sion, is to run the’ risk of mistakenly attributing’ 
the past-glories-reduced-to-naught syndrome to all 
of Latin American cinema. First world critical fas- 
cination with the Brazilian Cinema Novo notwith- 
standing (in both Europe and the U.S., the amount 

of. critical material available on the Brazilian film 
cycle rivals that can be found on all other Latin 
American national film movements combined), it must 
be recognized that one approaches Cinema Novo today 
as an essentially historical phenomenon. Despite 
counterrevolutionary coups, political repression, 
exile, andincreased. difficulties in both production 
and distribution, the same cannot and should not be 
said (yet) for filmmaking in Argentina, Bolivia, or 
even Chile, and certainly not for Cuba nor, for that 
matter, Colombia, Panama and Venezuela, where film 
production is on the rise. 


CINEMA NOVO REVISITED 


While underlining the historical nature of cur- 
rent interest in the Cinema Novo, I don't mean to 
undercut the importance of that interest. The Pes- 
aro retrospective offered a unique opportunity to 
see the entire spectrum of Cinema Novo production, 
ranging from the late fifties to recent efforts to 
resuscitate.a defunct movement. The work of the 
Cinema Novo's major directors--Nelson Pereira dos 
Santos, Ruy Guerra, Leon Hirszman, Carlos Diegues, 
Clauber Rocha--was shown in its virtual entirety. 
Unfortunately, random ordering of films and the ab- 
sence of an introduction or discussion which would 
set the idiosyncratic Brazilian fiJm product in a 
context intelligible to non-specialists somewhat 
reduced the possibility of appreciating: the movement 
in its full significance. i 


Because Pereira dos Santos’ first feature, RI0, 
QUARENTA GRAUS (RIO, FORTY DEGREES, 1955), was in- 
explicably absent, the survey of his work began with 
the second-and. last of his. unfinished trilogy in Rio 
de Janeiro, RIO, ZONA NORTE (RIO, NORTH ZONE, 1957). 
Despite expectations generated by his masterpiece 
VIDAS SECAS* (BARREN LIVES, 1963, McGraw-Hill Con- 
temporary Films), nothing in his subsequent and 
(fora third world filmmaker) prolific output mea- 
sured up to that unrelenting portrayal. of the vis- 
cious circle of survival for a migrant family in 
Brazil's barren northeast. Among his recent films 
characterized by obscure politics and indiscrimjnate 
violence and populated by mod and post-adolescents 
with mystical trappings (FOME DE AMOR--HUNGER FOR 
LOVE, 1968; QUEM E BETA?--WHO IS BETA?,.1973) only 
COME ERA GOSTOSO 0 MEU FRANCES* (HOW TASTY WAS MY 
LITTLE. FRENCHMAN, 1970, New Yorker) stands out as 
refreshingly non-derivative. The film is a serious 
ethnographic reconstruction of Brazil's Tupinamba 
indians in the sixteenth century and succeeds re- 
markably well in shedding the European heritage of 
cultural ethnocentricity as it portrays, in measured 
style and dazzling setting,: one Frenchman's assimi- 
lation to "paradise" and his eventual sacrifice 
according to plan (no hard feelings, n'est-ce pas?). 


Ruy Guerra's is the flashiest of the generally 
flamboyant Brazilian cinematography. His early 0S 
CAFAJESTES (THE DELINQUENTS, 1962), an Antonioni- 
esque study of alienation, debasement and petty 
anti-social rebellion on Zabriskie-like beaches, 
boasts a magnificent ten-minute circular -pan which, 
ranging from long shot to close-up, gradually closes 
in on its naked target. The alienation of OS DEUSES 
E OS MORTOS* (THE GODS AND THE DEAD, 1970) is of a 
different sort, deserting Antonioni for Godard. 

This is quintessential Cinema Novo (decadent period) 
in its allegorical bent, its hyperbolic and inter- 
minable bloodshed, and its political obscurantism 
where symbol masquerades as analysis. Mysteriously, 
OS FUZIS* (THE GUNS, 1963), reputed to be Guerra's 
best, was not screened: at the Mostra. 


Leon Hirszman's films pursue the subtle and the 
psychological searching for the contradictions of 
character. A FALECIDA (THE DECEASED WOMAN,” 1965) 
wills her own death in anticipation of her opulent 
funéral. Her husband, following her instructions, 
discovers her rich and corrupt former lover and un- 
covers a passionate and abandoned side of the woman 
who, with him, had always been neurotic, repressed 
and obsessive. SAO BERNARDO (1971) traces the rise 
of a self-made fazendeiro as he conquers Sao Bern- 


’ ardo, the ranch (fazenda) of his dreams, and a re- 


fined wife to go with it. This is a tale of self- 
realization in a double sense, for in the process 
of achieving his material goals the protagonist is 
confronted with his own egotism, suspicion and ex- 
ploitativeness--the same traits which drive his 
wife to suicide. 


The films of Carlos siicies constitute a kind of 
capsule thematic recapitulation of Cinema Novo. 
GANGA ZUMBA* (1964), like many early Cinema Novo 
works, finds its. inspiration in a regionalist novel 
of the sugar-bearing northeastern coast. With its 
predomiriantly black cast, the film attempts to pre- 
sent the slaves' view of life on the plantation and 
the liberating alternative of Palmares, the most 
famous and enduring of the runaway slave communi- 
ties. Diegues' rendering rémains an essentially 
liberal idealized one since the fiim prefers to 
focus on oppression and the process of escape 
rather than ongthe complexities of autonomous 
social organization and constant guerriila warfare 
implicit in any first-hand view of the rebel soci- 
ety. In the context of the film, rather than the 
historical actuality it was, Palmares becomes a - 
folk myth. A GRANDE CIUDADE* (THE BIG CITY, 1966) 
represents the next step of the Cinema Novo's geo- 
graphic-thematic progression. It is the over- 
sentimentalized story of a young woman who migrates 
from the Northeast to Rio in search of her boy- 
friend. He, of course, has turned into a criminal 
who wants to reform though it's clearly too late 
and their love for one another can only lead to a 
tragic end, etc., etc. With OS HEREDEIROS* (THE 
INHERITORS, 1969), Diegues, like his fellow direc- 
tors of the same period, moves from the sentimen- 
talized depiction of class-linked oppression to an 
attempted analysis of the class responsible for it-- 
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their own: the Brazilian haute-bourgeoisie whom the 
1964 coup and subsequent decades of “miraculous" 
economic growth under the wing of the American im- 
perial eagle have so directly benefitted. Rocha in 
TERRA EM TRANSE* (LAND IN ANGUISH, 1967) and Gustavo 
Dah} in 0 BRAVO GUERRETRO* (THE BRAVE WARRIOR, 1968) 
undertake a similar analysis. Diegues' film is the 
broadest in scope, encompassing the realms of tne _ 
young urban liberal, the traditional landed gentry, 
and the major national power-brokers who contro! 
government and the media, and ranging in time from 
the 1930's to the mid-sixties. Diegues’ most recent 
film, QUANDO 0 CARNAVAL CHEGAR (WHEN CARNIVAL COMES, 
1974), is a self-conscious throw-back to pre-Cinema 
Novo banality. Ostensibly a spoof on the chanchada 
(a kind of superficial musical comedy), this film 

is more chanchada than spoof. Despite the unceasing 
schemes of their zany agent, this band of itinerant 
musicians which includes Chico Buarque de Holanda, 
the most famous of the young Brazilian singers, 
never consents to perform for “the king." - Cinema 
Novo is here reduced to an entertainment film, free 
of a subversive self-critical dimension on either 
the verbal_or the visual level, and social protest 
is reduced to passive resistance. 


Glauber Rocha, most internationally renowned of 
the Cinema Novo filmmakers, and the only one to go 
into permanent political exile, put in a brief ap- 
pearance at the festival but disappeared before his 
rumored press conference. The practice of excluding 
films made outside Brazil or not completely Brazil- 
fan in theme prevented the showing of his more re- 
cent works (DER LEONE HAPT SEPT CABEZAS*--THE LION 
HAS SEVEN HEADS, 1970; CABEZAS CORTADAS--SEVERED 
HEADS, 1971; and TATU BOLA, 1972). The major films 
of the pre-exile period were all shown at the festi- 
val, though many were relegated to the second pro- 
gram cycle, presumably because of the generous ex- 
posure they have received in the past. These in- 
clude the early collaboration on: BARRAVENTO* (1962), 
saga of love, superstitution and political awaken- 
ing in a black fishing village; TERRA EM TRANSE* 
(LAND IN ANGUISH, 1967); and the famous DEUS E 0 
DIABLO NA TERRA BO SOL* (BLACK GOD, WHITE DEVIL, 
1963, Hurlock Cine World) and 0 DRAGAO DA MALADE 
CONTRA 0 SANTO GUERREIRO* (ANTONIO DAS MORTES, 1968, 
Hurlock Cine World). 


HISTORIA DO BRASIL, Rocha's most recent. film, 
which has been three years in the making, received 
a mixed response. Faced with the same problem as 
the exiled Chileans, the inaccessibility of original 
footage, Rocha and his collaborator Marcos Medeiros 
raid the film archives and produce a pastiche of 
“highlights" from the Cinema Novo, sprinkled with 
Cuban newsreel footage, excerptsfrom Hollywood 
heartwarmers, and other assorted borrowings. Five 
centuries of Brazilian history are "covered" in some 
two hours--the last century virtually on a year-by- 
year basis. Such breadth of scope precludes any 
depth of analysis. A traditional-and elitist his- 
torical concept predominates which defines history 
as the enumeration of events in the lives of-rich 
and powerful men (two women are cited in the course 
of the film, though their particular significance is 
never made clear). There is no attempt to provide 
an in-depth analysis, to ferret out the larger his- 
torical currents, to give a sense of dialectical 
process. The more generous-minded viewers perceived 
a potential dialectic--or at least a self-conscious 
artistic intention--in the persistent disjunction 
between visual image and narration; but the indis- 
-criminate randomness of much of the material, the 
sloppiness of the assembly (split still photographs 
improperly lined up, at least one image photographed 
backwards), the total lack of restraint (Why include 
_ the entire credits of SAO PAULO SOCIEDADE ANONIMA-- 
SAO PAULO, INC.--without tying it in any way to the 
rest of the film?) point to an absence of artistic 
and intellectual control. Cinematically pedestrian, 
the film failed to make creative use of image or 
’ sound (music was kept to a minimum) 2d failed to 
mold diverse and autonomous elements into a unified 
whole. The film was not lacking in unconscious 
irony, however. The following headline accompanied 
, a still of a well-known Brazilian novelist: “During 
his entire life, Jose Lins do Rego fought against 
the assertion that his work lacked inventiveness 
and was only a collection of photographs." If the 
names were changed, this might stand as an epigram 
for Medeiros’ and Rocha's film. In the coptext of 
a festival dedicated to a retrospective of Cinema 
Novo, this poorly assembled filmic scrapbook 
the movement becomes at best a sort of gyessing 
game for initiates (Who can identify the éource o 
the footage first?). For those not in a \playful 
mood, it is a tedious experience, more mystifying 
than de-mystifying, and saddening above all 


One of the most original and memorable new films 
screened-at the festival was also Brazilian, al- 
though--perhaps in large part due to the collabora- 
tion of Wolf Gauer and Stopfilm--it revealed no 
debts to Cinema Novo. Jorge Bodanzky's IRACEMA ca 
be described as an “interprétative" or "fictional" \ 
documentary. In it, a small cast of non-profes- 4 
sional actors (with one exception) improvise the - \ 
action against a background of real people in real ; 
situations, filmed in-direct cinema style. Iracema, 

a 15-year-old Amazonian of pure indian blood, de- 
serts her family's boat and subsistence existence 
for the glittering baubles of Belem on festival 
day. She is picked up by Tiao Brasil Grande, who 
takes her with him on a run to haul virgin timber 
from the interior. He promises her broad horizons-- 
Rio, Sao Paulo--but on the return trip he dumps her 
at a raunchy all-night bar. Faced with the chance 
to make an “honest living," Iracema.prefers. “wander- 
ing around" to the backbreaking and blinding option 
of embroidering twelve hours a day. She is taken 
advantage of, deceived, abused. Her most violent 
abduction, significantly, is at the halls of a group 
of soldiers. The film refrains from voyeurism and 
titillation by focusing on the prelude and the re- 
sults rather than on the actual. experience of her 
degradation. Interconnected sequences of stripping . 
and burningentire forests, of highway construction, 
of selling indentured workers wholesale, put Ira- 
cema's (an anagram of “America”) experience in a 

’ larger perspective without belaboring the point. 


As the film ends, Tiao Brasil Grande runs into 
Iracema once again, He fails to recognize her, 
poorly dressed now, missing a tooth, and in the com- 
pany of derelict and drunken prostitutes. He re- 
jects her approach and then refuses her request for 
five cruzeiros. In the last shot his new red truck 
vanishes down the dirt road, leaving Iracema behind, 
broke and stranded. "Filho de puta!" (son of a 
whore) she yells after him, her only revenge a 
self-deprecating insult. 


The parallels between the colony-metropolis re- 
lationship and that of the dominant male-dependent 
female are well taken. Tiao moves on- once Iracema 
has been “exhausted,” just as the neo-colonialists 
freely abandon exploited territory for the virgin 
region further on. Tiao is always in the driver's 
seat; he calls the shots and Iracema goes along for 
the ride, convinced that she is finally going some- 
where when in fact she is only being “taken” to her 
own destruction. 


OTHER LATIN AMERICAN COUNTRIES 


CHILE 
Last year, on the first anniversary of the fas-— 


“ cist coup d'etat, the Pesaro festival featured the 


films of the two major Chilean directors, Miguel |, 
Littin (THE JACKAL OF NAHUELTORO*, COMPANERO PRESI- 
DENTE*, THE PROMISED LAND*) and Raul Ruiz (THREE 

SAD TIGERS, QUE HACER?*--with the American director 
Saul Landau, NO ONE SAID A THING, etc.) This year 
there was a continuing emphasis on Chilean cinema 
and an opportunity to seriously consider the options 
and prospects of an exiled film movement, 


The Chilean film movement, which developed under 
the Popular Unity government, lives on in Sweden, 
East and West Germany, France, Cuba....As Alvaro - 
Ramirez, one of the Chilean filmmakers: present at 


_the festival, asserted, there is no filmmaking in 


Pinochet's Chile. The junta did commission one 
film, LOS MIL DIAS (THE THOUSAND DAYS), to give 
their "revised" version of Chile's three years under 
socialism,-but they were forced to ban their own 
film because no amount of narrative obfuscation 
could. obscure the truth of the documentary tmages. 


Of the eight films by Chileans and/or on Chile, 
five used pre-coup footage or material shot at the 
time of the coup and subsequently smuggled out; two 
(Sergio Castilla's QUISIERA TENER UN HIJO--1 WOULD 
LIKE TO HAVE A CHILD, and Beatriz Gonzalez’ DULCE 
PATRIA--SWEET HOMELAND) used childrens’ drawings as 
one imaginative solution to the lack of new material. 
Only one film, by the intrepid East German film 
journalists Walter Heynowski and Gerhard Scheumann, 
was shot in fascist Chile. ~The same abandoned _ 
northern mines whose militant labor history drew 
the filmmakers to them in the summer of 1973, be- 
fore-the coup of September 11th, were repopulated 


_ when they returned in 1974. No longer commercially 


viable, their desolate location and derelict build- 
ings now provide the junta with made-to-order con-* 
centration camps. By a combination of .ingenuity 
(the filmmakers') and incompetence (the military 
officals'), which the film explains in detail, Hey- 
nowski and Scheumann gained unrestricted access to 
two major concentration camps, Chacabuco and Pisagua, 
tneluding the one privilege which Pinochet's attache 
had expressly forbidden: the opportunity to photo- 
graph and interview detainees. According to the 
filmmakers’ own account: 


The people being interviewed knew nothing 
of who it was asking them questions. All 
photography was under military escort. 

The voices and the facial expressions are 
eloquent enough testimony to the meaning 
of fascism at every instant, when arbi- 
trariness, insecurity, and terror of isola- 
tion and imprisonment reign. We constantly 
had the impression that we were witnesses 
to a tenacious solidarity whose mission is 
to survive and to cling to life for the 
sake of a future which will be. 


The resulting film, ICH WAR, ICH BIN, ICH WERDE 
SEIN (I WAS, I AM, I WILL BE), juxtaposes this tes- 
timonial footage of silent struggle to reminiscences 
of the miners who slaved and fought a different but 
interconnected struggle on the same site. The film- 
makers interview Pinochet and Gonzalez Videla (the . 
anti-communist dictator of the forties who drove 
Neruda underground and into exile), the military 
officer in charge of Chacabuco and the one in charge 
of the temporary camp for detainees in the National 
Stadium. Though not yet available in the U.S., the 
film has been shown in thirty-five countries to 
date. This past September, on the second anniver- 
sary of the coup, it was televised via Eurovision 
to millions of Europeans. 


CON LOS PUNOS FRENTE AL CANON (FISTS AGAINST THE 
CANONS), produced in West Berlin by the Grupo Lau- 
tauro, is a polished and brilliantly documented his- 
torical reconstruction of the rise of the Chilean 
workers' movement. Begun in the euphoria of the UP 
victory, the film originally intended to trace 
Chilean proletarian militancy from its origins 
through its peak and subsequent suppression by a 
bourgeois counter-revolution in the 30's and 40's 
to its final-victory in the 1970°s. Before the 
film could be completed, however, a second and much 
bloodier counterrevolution was unleashed, and the 
film became instead a meditation on history's 
“nightmarish repetitions." 


Alvaro Ramirez‘ LA HISTORIA ES NUESTRA Y LA 
HACEN LOS PUEBLOS (HISTORY IS OURS AND IT IS THE 
PEOPLE WHO MAKE IT), conceived as an exploration of 
the problem of food shortages and the black market, 
was in the final editing stages when the coup oc- 
curred. The footage was smuggled out of Chile and 
re-edited in East Berlin to include a broader the- 
matic construct of the continuing clandestine strug- 
gle and the inevitable victory over the forces of 
repression, as the title--from a speech by Salvador 
Allende--suggests. 


Continuing ties established during the Allende 
years, two Chilean films have recently been com- 


~ pleted in Cuba. Patricio Castilla's NOMBRE DE 


GUERRA: MIGUEL ENRIQUEZ (NOM DE GUERRE: MIGUEL. 
ENRIQUEZ) is a short film-tribute, with a stylistic 
debt to the Cuban documentarist Santiago Alvarez, 
to the life and political career of a founder’ and 
leader of the MIR (Movement of the Revolutionary 
Left)» LA BATALLA DE CHILE: LA LUCHA DE UN PUEBLO 
SIN ARMAS (THE BATTLE OF CHILE: THE STRUGGLE OF A 
PEOPLE WITHOUT ARMS) is a projected four-and-a-half - 
hour documentary in three parts: Part 1, LA INSUR- 
RECCION DE LA BURGUESIA (THE INSURRECTION OF THE 
BOURGEOISIE) was shown at Pesaro.and several other 
recent European festivals; Part II, EL GOLPE DE 
ESTADO (THE COUP D'ETAT) has just been completed 
but is not yet in distribution; and Part III, LOS 
PODERES DEL PUEBLO (THE POWERS OF THE PEOPLE), now 
in production,.will deal with the popular resistance. 
The list of those who collaborated on the film is 
impressive. The Equipo Tercer Ano consists of six 
filmmakers who worked together. throughout. the UP 
period under the direction of Patricio Guzman. 
Pedro Chaskel, head of UCAL (Latin American Union 


Wie 
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of Film Societies), is credited with the editing, 
and Jorge Muller, abducted and held as an “unac- 
knowledged prisoner" by the secret police since 
November 29, 1974,* was director of photography on 
this as well as many other award-winning Chilean 
films. Militant French filmmaker Chris Marker 
helped get the footage out of Chile and collaborated 
in its final shaping. Marta Harnecker, former edi- 
tor of the magazine Chile Hoy and co-author, of the 
famous Cuadernos de Educacion Popular (popular 
pamphlets offering a Marxist social analysis), and 
Cuban filmmaker and film theorist Julio Garcia 
Espinosa served as special’ advisors. 


The most effectively andlytital of all the Chile-. 
an documentaries at the Mostra, this film divides 
the “bourgeois insurrection" into five parts: commo- 
dity shortages, black markets and popular antidotes; 
Parliamentary manoeuvres; student politics; strikes 
by managerial unions; and the strike of the £1 Teni- 
ente copper miners. As the film opens, a mosaic of 
brusque mini-interviews on the occasion of the in--.. 
terim national elections of March 1973 conveys the - 
level of frenetic political passion on both left 


‘and right. The final footage, shot during the first 


(unsuccessful) coup attempt on the 29th of June, is 
overpowering. in its abrupt finality, As history, 
as first-hand testimony, and above all as cogent 
analysis, this film is an impressive achievement 
which deserves the widest exposure. 


ARGENTINA 


Argentina was represented at ‘the Mostra by five 
“films: two black and white documentaries and three 
feature films, in color, which rival first world: 
productions in visual ‘style and level of technical 
competence. The most visually striking of the three 
was, in fact, a directorial debut.. Bebe Kamin, a 
young engineer with a psychological bent, active in 
film societies.and related activities for the past 
nine years, calls EL BUHO ( THE OWL) an “apprentice 
film" ‘because of the range of its techniques,” A 
fiction film of often understated dramatic inten- 
sity, it also contains surrealistic fantasy sequen- 
ces, documentary reconstructions, an animated sec- 
tion, and a ‘comic spoof on the production of a 


- telenovela (soap opera). It is the most sensitive 


portrayal I have seen of female experience by a 
male director--of the alienation of work and person- 
al life, the resulting detachment, inner-directed 
eroticism and vindicatory fantasies of a young 
factory worker. Psychological rather than fully 
political, the film seems to drift off into an ab- 
Stract, existential stance which’ the director him- 
self acknowledges as potentially escapist in the 
contemporary Argentine context. The film is poli- 
tically constructive, however, to the extent that 

it persistently lays bare the disjunction between 
personal experience and the “official" version of 
reality, “de-constructing" the alienating effect of 
modern mass communication, Raymundo Gleyzer's 
beautifully fluid camera, the masterful editing and 
sound work, and the accuracy and openness with which 
the director assesses the merits and shortcomings 

of his own film make Bebe Kamin a director to watch. 


Ricardo Wulicher's QUEBRACHO (1974) is more. ambi- 
tious in scope and more explicitly political in. 
theme. Like the Cuban film LUCIA*, QUEBRACHO con- 
sists of three autonomous fictional segments which 
portray a specific historical and economic process 
at three different moments. During the major part 
of this century an essential element.in the leather 


' tanning process was extracted from. the quebracho 


tree, indigenous to Argentina. Wulicher uses this 
industry as a paradigm of neo-colonialist operations, 
exposing: the alternatively reinforcing growth of 
militancy on the part of the workers and the escala- 
tion of repressive tactics on the rest of the in- 
dustrialists. In the end the neo-colonialists see 
fit to use their ultimate weapon: they shut down 

the factories and move on to the African mimosa 
groves which they themselves, with great foresight, 
had planted sixty years earlier. 


Lautauro Murda, one of the lead actors in QUE- 
BRACHO, directed the third Argentine feature, LA 
RAULITO (1974). This measured and moving portrait 
of a social outcast is based on the real-life case 
of a woman whom the state continues to.confine on 
grounds of insanity. La Raulito lives among the 
street urchins and passes herself off as male. 
("It's not that I want to be a man; I just don't 
want to be a woman.") Unaided in any lasting way 
by either the ineffectual pity of the “liberal” 
doctor or the fatherly generosity of the middle- 
aged newspaper vendor who eventually begins making 
sexual advances, La Raulito is forced to hang out 
among the very young. Fiercely independent and 
determined, she escapes her captors time and time 
again. The film is a heart-warmer and a tear-jerker, 
and Marilina Ross gives a brilliant performance, 
but in light of its lack of social analysis, the 
film does not seem sufficiently potent politically 
to explain why both director and star have received 
death threats from right-wing terrorist groups. 

(An attack on his home prevented Murda from attend- 
ing the Pesaro festival.) 


Despite periodic lapses into “liberalization” 
over the past decade, the level of repression of 
workers and militants has been consistently ‘high 
in Argentina. Before Peron's return several film- 
makers--most notably Fernando Solanas and Octavio ~ 
Getino, directors of LA HORA DE LOS HORNOS* (THE 
HOUR OF THE FURNACES, 1967)--had to work clandes- 
tinely. Currently, however, all cultural workers 
on the left are under serious threat of exile, im- 
prisonment and death, as representatives from the 
Grupo Cine de la Base urgently stressed at the 
festival. The contrast between this collective's 
first effort--LOS TRAIDORES* (THE TRAITORS, 1973), 

a color feature which traces the progressive cor- 
ruption and final betrayal of a Peronist labor 
leader--and their recent black and white short, ME 
MATAN SI NO TRABAJO, Y SI TRABAJO ME MATAN* (THEY 
KILL ME IF I DON'T WORK AND IF I WORK THEY KILL ME), 
is eloquent testimony to the adverse conditions now 
facing Argentine filmmakers. Though also made clan- 
destinely and distributed outside established cir- 
cuits, THE TRAITORS brought an ambitious script and 
large cast together in a comparatively polished 
effort. ME MATAN SI NO TRABAJO, on the other hand, 
lacks internal cohesion and is so "imperfect," to 
use Julio Garcia Espinosa's term, as to seem more a 
set of film notes than a finished product. Because 
it is the only film to be completed in Argentina 
since:! the promulgation of a new law which prescribes 
eight years in_prison for anyone engaged in: produc- 
ing material which might foment "terrorism," this 


film is an extreme example of the contradiction-- 
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not to say the absurdity--of applying “universal” 
first world critical canons to film produced in and 
destined for such hostile environments. Like all 
Latin American cinema, this film especially must be 

- Viewed in the context of. its mode of production and. 
the circumstances surrounding and determining that 
process. In order to continue producing cinema 
under. such threatening conditions, the Cine de. ta 
Base group developed what they call the "Vietnamese 
system” of film production: endless ingenuity and 
constant reliance on the masses. 


‘An audience who did not participate in the events 
recapitulated in this film is in’ a sense superfluous 
to it. Extremely taxing working conditions, com-. 
bined with the sudden and premature deaths of two 
fellow workers, prompt a strike in a factory in the 


Matanza area of Buenos Aires.; In cases where the «~~ 


factory. physician had recommended aspirin and the 
“therapy” of getting back to work, independent phy- 
sicians diagnosed. severe lead poisoning affecting 
seventy-nine out of eighty-one workers examined. 
Only through. the combination of all available tac- 
tics--work. stoppages, soup kitchens, Parliamentary 
channels, mass demonstrations, and the intervention 
of the ERP (Popular Revolutionary Army) guerrillas-- 
were the striking workers able to convince the com- 
pany to meet their demands. ‘5 


The final Argentine offering, added at the last 

‘minute, was’as pointless, manipulative and offen-. 
sively anti-popular as the Cine de la Base piece 
was urgent, direct, and committed to the popular. 
struggle. To film CEREMONIAS (CEREMONIES), Carlos 
Cytrynowsky and his collaborators contracted a 
dozen down-and-out middle-aged men and women to 

_ spend a week living together in close quarters, 
allowing themselves to be filmed at any and al} 
moments, in exchange for free_room, board and 
liquor. Using a direct cinema technique, Wiseman-— 
like in style with echoes of Bunuel's VIRIDIANA and 
Casavetes at his most impious, the camera closely 
tracks the action. It soon becomes apparent, how- 
ever, that:any "action" is artifictally provoked by 
the camera itself and by the presence of bizarre 
“props” furnished by the filmmakers. (huge stuffed 
teddy bears, straw hats which read "Los intocables"-- 
the untouchables). The camera shows no pity; it is 
brutally and increasingly intrusive, focusing on 
people snoring, urinating, On a man powdering his 
genital area against lice, and turning an alternate- 
ly shy and defiant woman into a bizarre odalisque 
of lovely, full breasts and aged, toothless grin. 
The sound (by Bebe Kamin, director of EL BUHO) is 
also artificial and distorting. Almost always non- 
synchronous, it further dehumanizes the films, "sub- 
jects" by eliminating their verbal responses to the 
ordeal they are undergoing. The- level of intrusive- 
ness,, voyeurism and manipulation is such that the 
viewer begins desperately to hope that these speci- 
mens ‘under microscopic leris will seize the camera 
and turn it on their tormentors. Unfortunately, 
do in’ this unredeeming. and unnedeemable 

m. 


THE CARIBBEAN 


Finally, two Cuban features, a full-length Cuban 
documentary on Puerto Rico, and the first Haitian 
documentary--also feature-length--constitutes a 
major Caribbean contribution, which rounds out the 
Latin American offerings at the festival.2 Both 
the Puerto Rican and the Haitian documentaries are 
of major political importance. The latter, directed 
by Arnold Antonin in collaboration with the 18th of 
May Organization, traces popular resistance from the 
indigenous Taino population of pre-Colombian times 
through the revolution against the French and up to 
the iron-fisted regimes of “Papa Doc" Duvalier, 
self-appointed "president for life," and his succes- 
or, Baby Doc, who is literally selling the blood of 
his countrypeople’ on the international market. The 
rough-edged and somewhat belabored aspects of this 
first film effort are offset by the urgency and im- 
port of its content. PUERTO RICO*, by Fernando 
Perez and Jesus Diaz, is a compilation documentary 
based on archive material and borrowed footage from 
several other films on Puerto Rico currently in dis- 


tribution. Conceived in support of the struggle for 


_ independence, the film focuses on the Puerto Rican 


situation from the fifties to the present, Rising 
consciousness of Puerto Rico's neocolonial subordin- 
ation to the economic interests of the United States 


makes such a film particularly timely, but the un- 
evenness and dated or repetitive nature of some of 


the material limits the film's potential political 


impact on the current situation. 


_The two Cuban features were both original and 
provocative, as one has come to expect from this 
revolutionary film industry. EL OTRO FRANCISCO 
(THE OTHER FRANCISCO), based on.a 19th century abo- 
litionist novel, offers an entirely new approach to 
the process of cinematic adaptation of literary 
"classics." Neither a "faithful adaptation". nor 
a "new interpretation” of the original, Sergio 
Giral's film carries out a critical operation on 
its own literary inspiration, questioning the 
novel's characterization, its psychological, socio- 
Yogical and historical accuracy, and its underlying 
political motivation. A dynamic tension is created 
between the artificial melodrama of the novelistic 
sequences and the brutal immediacy of a more real- 
istic view of events. Francisco, the docile and 
refined house slave who is turned out to the fields 
in punishment for his love of a mulatto maid, pas- 
Sively accepts the sadistic abuse of his master and 
the slave captain until he is driven to suicide. 
Critical of this version of events, the film ana- 
lyzes this passivity and abnegation as projections 
of Anselmo Suarez Romero, the genteel habanero who 
wrote the novel. Against Francisco's resignation 
the filmmakers juxtapose the rebel determination, 
which they view as a more accurate and more con- 
structive response to the conditions of slavery. 


DE. CIERTA MANERA (IN A CERTAIN WAY) is an even 


“ more unusual film... The first Cuban feature made by 


a woman, it is also something of an anomaly because 
of its contemporary setting since most Cuban film 


projects seem to require the perspective provided 


by historical distance. Sara Gomez’ film focuses 
on the problems of sex and ethnic culture in a. 
society which has tried to downplay the existence 
of both racism and sexism while working toward 
their elimination. It deals with the persistence 
of atavistic traditionalism in a society which has 
undergone fifteen years of revolutionary transforma- 
tion; with the persistence of class differences in 
a society which aspires to be classless; with social 
sectors still not fully integrated into the revolu- 
tionary process. 


The attempt to integrate or hybridize the tradi- 
tionally separate modalities of documentary and 
fiction film has characterized: the revolutionary 
Cuban film industry. (MEMORIES OF UNDERDEVELOPMENT* 
is a particularly striking example of the dialec- 
tical interaction between personal life (the fic- 
tional line) ‘and historical circumstances (the 
documentary context); GIRON* (BAY OF PIGS). uses 
different techniques to achieve a similar effect.) 
Sara Gomez here develops yet another approach, us- 
ing "real people" whose names are listed in the 
credits along with the professional actors. The 
anecdotal core of the film is a love story between 
Mario, a mulatto factory worker with traditional 
ideas and a devotion to the mystical (and macho) 
Afro-Cuban cult of Abacua, and Yolanda, a divorced 
school teacher from a more comfortable milieu who 
is committed to sexual emancipation but whose: teach- 
ing. and counseling methods are less advanced. They 
interact against a backdrop of real-life people with 
real-life problems. As in LUCIA*, the other Cuban 
production which focuses on sexual politics, the 
questions remain to a large extent unanswered; it 
is the process of asking-them which gives the film 
its meaning. 


Both these films share-a certain didacticism re- 


’ vealed, for example, in their frequent use of voice- 


over narration. Both disrupt the immersion-in-the- 
movie syndrome using a variety of methods, includ- 
ing the technique of presenting the key scene 
(Francisco's suicide, Mario denouncing his friend's 
absenteeism and deception to the factory assembly) 
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before the opening credits as a sort of intro to 
the film, Suspense is thus eliminated in favor of 
a critical examination of the process. Believing 
that all human experience educates, and should .be 
so recognized, Cuban cinema rejects the artificial - 
split between the “educational” and the “entertain- 
ment" film. The risk is, of course, that in the 
emphasis on such explicit didacticism, more subtle 
levels of meaning are sacrificed. To the degree 
that the presence of the narrator works to circum- 


~ scribe: the questions asked, the films run a certain 


risk of condescending to rather than enhancing the 
critical faculties of the audience. 


As Julio Garcia Espinosa.defined it-in his fa 
mous essay "Towards an Imperfect Cinema,” Cuban 
cinema seeks the demise of the directorial "star 
system" and the elimination of the split between 
the artist-agent and the audience-object. It seeks 
to place the means of artistic production, too long 
concentrated in the hands of a privileged minority, 
into the hands of the masses. Until such a time as 
its creators and its audience are one and the same, 
Cuban cinema rejects “perfect” cinema and those who 


“support it and seeks its audience, theme and the 


embryonic aesthetics of a genuinely popular art in 
the ongoing struggle to transform material exist- 
ence, Despite their shortcomings, EL OTRO FRANCISCO 
and especially DE CIERTA MANERA take new and signi- 


_ficant steps in the desired direction. 


AFTERTHOUGHTS 


- Because the contrast between the content and the 
setting of the festival was substantial and often 
disconcerting, this 4ttempt to order and evaluate 
the Pesaro experience seems somehow incomplete with- 
out mention of the world outside the theater: the 
gentle beaches lined with umbrellas and bathers 
even in September; the midday fritto misto di pesce 
(deep-fried shrimp and squid) and 2:00 a.m. pizza 
at a sidewalk cafe; the diminutive band playing. 
brassily in ‘the seaside park as the nocturnal. fog 
winds itself like a feather boa around musicians, 
spectators and streetlights--looking for all the 
world like a scene out of AMARCORD. Less nostalgic 
aspects of the festival also come to mind--the dif- 
ficulty of trying to set up genuine lines of com- 
munication in four languages, the constraint of be- 
ing the only gringa in the crowd and fully cognizant 
of the valid basis for suspicion of those who as- 
sumed you to be an itinerant film critic for the 
CIA. And, of course, the combined disappointment 


‘at the subdued character of this, my first experi- 


ence at Pesaro, and the regret that it may be the 


last. 


Van asterisk designates films which are currently 
being distributed in the United States. New Yorker 
is the major distributor of Brazilian films, Tri- 
continental Film Center of the major films from 
Spanish-speaking countries. In other cases, the 
distributor will be noted in parentheses. 


2the Emergency Committee to Defend Latin Ameri- 
can. Filmmakers has recently been formed to coordi- 
nate efforts in this country in defense of the 
growing number of Latin American actors and film- 
makers imprisoned by hostile regimes. They have 
begun with a campaign to free Jorge Muller and 
Chilean actress Carmen Bueno (THE PROMISED LAND). 
For further information, contact the Committee at: 
333 Avenue of the Americas, New York 10014. 


3Because of space considerations, I have omitted 
five Latin American films from my account: the © 
marvelous Uruguayan cartoon IN THE JUNGLE THERE 1S 
LOTS TO DO because it has been in U.S. distribution 
for some time; the Peruvian Luis Figueroa's ethno- 
graphic documentary CHIERAQUE BATALLA RITUAL, as 
well as three Mexican offerings (Eduardo Maldonado's 
ATENCINGO, 1973, and*UNA Y OTRA VEZ--TIME AND AGAIN, 
1975; and Felipe Cazals' LOS QUE VIVEN DONDE SOPLA 
EL VIENTO SUAVE) because none indicates any signifi- 
cant deviation from the narrowly defined and essen- 
tially static cinematic norms of their respective 
countries. 


BERKELEY PROJECTIONISTS PROTEST LOCK OUT 


In Berkeley, California, Local 169 of the Inter- 
national Alliance of Theater and Stage Employees has 
been picketing ‘infront of a United Artists Theater 
Circuit movie house for several months while the es- 
tablished contract grievance procedure is put in 
operation. Union projectionists have been locked 
out by the bosses who. have employed scabs to project 
the films. The conflict is now in binding federal 
arbitration. 


: At issue is the growing speedup requirement around 
the country that projectionists tend more and more 
projectors as single screen theaters become twins, 
four=plexes, and even six screen theaters. In some 
cases projectionists shuttle between several fully _ 
automated theaters. Reduced projection quality is a 
side effect of this move to multi-screen automated 
theaters. Because the film projection .is automated, 
there: is no possibility for the projectionist to 
make minor corrections on the machine until the en- 
tire film has been shown, - The whole film is on one 
huge reel or platter and the single projector can't 
be worked on without stopping. the film. Managers 
seem to be taking a customer-be-damned attitude. 


In other places around the country, when the pro- 
jectors are in the same booth, the projectionists 
welcome the automation and speedup because it means 
higher pay for them, They seem unaware of the rapid 
proletarianization of their work which used to be 
skilled craft and is being reduced to that of button 
pusher. In the Berkeley case the booths are four 
stories apart and the projectionist must walk through 
the auditorium to get from one booth to the other. 
When the theater added two more screens this spring, 
the regular projectionist was an older man who had 
worked the theater’since it began 43 years ago. 

When. he refused to work the two booths and tried to 
begin the grievance procedure, management kicked him 
out and began the lock out, Even though the union 
offered to pay for a second projectionist during 
voluntary arbitration, the bosses locked out the 
union and brought in scabs. The union has finally 
forced the case into binding arbitration and is opti- 
mistic of the outcome. They also report the picket 
has ‘been a big success, substantially reducing the 


theater's business. 
--John Hess 
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The Last Word 
Out of the Dark 


Most of the time, films are thought of as fairly autonomous objects. 
They exist either without an audience, or with an ideal, abstract, and 
homogeneous one. Even radical filmmaking and film criticism frequent- 
ly reflect this underlying assumption. Some filmmakers, such as Costa- 
Gavras and Pontecorvo, are considered radical for injecting left politi- 
cal content in traditional film form, while others, such as Godard and 
many Latin Americans, are radicals for altering form to present a left 
wing result. 

But, as long as a film audience sees such films after buying a 
ticket, sitting in isolation during a screening, and leaving when the 
lights come back on, nothing much of political significance will happen. 
Political consciousness afd action grow out of study, discussion, ex- 
change and struggle. As long-as the film experience is passive, a par- 
ticular film's political message will either-be accepted or rejected on the 
basis of what the audience already knows or feels. For sure, BATTLE OF 
ALGIERS and films like it stir up incredible emotions, but when this 
emotion is not linked to knwledge and understanding or directed toward 
social action, it dissipates very quickly. 


For film to have a truly political use and effect, there must be 
some intervention in the viewing situation. In their manifesto, "Toward 


a Third World Cinema," Fernando Solanas and Octavio Getino pointed out 
this need for participation of the audience. In the 1960's Newsreel people 


travelled with their films and used them to raise consciousness and organ- 
ize. More recently, women's liberation groups have used films fo attract 
women and initiate discussions. 

In Toronto recently, with the help of Tricontinental Film Center in 


the US, a group of people started the Development Education Centre (DEC) 
to distribute relevant political films on a non-profit basis. DEC's idea was 
not just to distribute the films, but to use them very specifically as educa- 


tional tools. To further this concept, they sponsored monthly film forums 


_where the films were shown and then discussed. After each forum they ran 


off and distributed a newsletter which summarized the discussion. 


In turn, these screenings served as a meeting place for politi- 
cal and cultural activists. By the third forum, plans to develop a 
cultural festival had begun. The newsletter report began, "This 
meeting was a result of the wish to continue the discussion of the 
previous week and the desire to progress from talk to practical 
manifestations of cultural ideas--the suggestion was made to work 
toward a cultural festival." Also, the forum offered militant 
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Québegois filmmaker Arthur Leinstha an opportunity to show and 
discuss his film on the construction industry in Québec. The DEC 
forums demonstrate the energizing power of combining rete films. 
with audience discussion. 

A closely related question is that of the actual ‘alia’ a 
film's political impact obviously must be measured by the real audience — 
that sees it. If a filmmaker simply proclaims her or his film was made 
for workers, but it is never shown outside of university walls, the 
claim is more than a little ridiculous. Similarly, the most popular 
and accessible type of political film, such as BURN, is only having 
a marginal political impact if it is being shown: at $3. 50 a ticket in 
an ‘art theater in an upper middle class nighborhood . We have to 
ask who is actually seeing films. | 

In Dayton, Ohio; this past summer, a group of radicals called 
the Community Media Workshop developed a significant project. ‘In 
six different working class neighborhoods, they set up media programs 
in the public parks. The evening shows, called Summer Lights, com- 
bined local talent such as country music singers, radical films, some 


socialist speakers on current issues such as a campaign to fight utility 


rate increases, and a community slide-and-tape show. Members of 
the group went into the communities in advance, taking slide photos 


and interviewing people in the neighborhood about themselves, their 


concerns, and their community. !n the process of making the slide-and 
tape-shows, considerable interest was generated for the big night. 
Augmented by posters and leaflets, every show had a good opening 


night with attentive viewers of all ages. 


The audiences not only had a chance to see and hear them- 
selves, but alse to hear their neighbors talking i in their own words — 
about local issues. The slide-and-tape shows combined recognition 
(such as a comic survey of all the dogs on a block), new experiences 
(a set of interviews with women on what they think of the wages-for- 
housework idea) and learning (a lesson on electric company rip-offs): 
Following the first show, the media teams returned to do material for 
a second, and in some cases a third. Responses to the shows and the 
organizers were extremely positive. Begun as the test of an idea, 
the project is continuing by concentrating on two communities where 


_additional political work will be going on. 


This project and the DEC forums in Toronto are exemplary 
combinations of radical media work with political efforts, with each 
complementing and strengthening the other. Both projects have a 
very specific aim and context, which are their strengths, and both 
suggest new possibilities for — films politically. 


John Hess 
Chuck Kleinhans 
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